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UVODNIK
EDITORIAL

BRANKA ROTAR PANCE
Univerzav Ljubljani, Akadcmija za glasbo

brankarotar—pancc@aguni—lj.si

vajseti letnik revije zaklju¢ujemo s pestro zbirko prispevkov, pri ¢e-

mer prav posebej izpostavljam dva, ki segata na podroéje glasbeno-

-gledaliske umetnosti in sku$ata podati smernice, kako se soo¢iti z
izzivi priblizevanja operne umetnosti mladi publiki. K mladim pevcem sre-
dnjesolskih zborov iS¢ejo poti zborovodje, ki poleg strokovnega dela najdejo
pomembne informacije v raziskavah, kako izbrati primeren repertoar za da-
nasnje pevske generacije. Prispevki s podro¢ja dela z u¢enci s posebnimi potre-
bami postajajo Ze stalnica in prav je tako, saj je ta tematika izjemno aktualna
tako na podro¢ju splosnega izobrazevanja kot tudi v glasbenem Solstvu. Veseli
nas, da zvezek vkljucuje povzetka dveh dokrorskih disertacij, zagovorjenih no-
vembra in decembra 2024 v okviru interdisciplinarnega $tudijskega programa
Humanistika in druzboslovje, podro¢je Glasbena pedagogika. Do zdaj v pris-
pevkih $e nismo segli na podro¢ju uporabe in vklju¢evanja umetne inteligence
na glasbenopedagoskem podro¢ju ali na podrodju interdisciplinarnih raziskav.
Tehnoloske spremembe pri predvajanju glasbe in pri vklju¢evanju v glasbeno-
-izobrazevalne procese pa so zelo pomembna tema raziskovanja, zato 41. zvezek
revije zalenja prispevek s to tematiko.

Nikolina Mato$ in Srdan Stanojevi¢ predstavljata izsledke raziskave o izo-
brazevalnem potencialu YouTubovih kanalov za poudevanje in ucenje glasbe
v razli¢nih kontekstih. Izbrala sta Sest kanalov, z imeni David Bruce Compo-
ser, Rick Beato, Inside the Score, Music Matters, Adam Neely in Nahre Sol,
jih analizirala z vidika glasbe in glasbene vzgoje ter primerjala vsebine glede na
kakovost interpretacije, reprezentacije in dostopnost vsebin. Ugotavljata, da so
analizirani videoposnetki primerni za uporabo v razli¢nih u¢nih kontekstih in
v proznih u¢nih okoljih.

Z opernega podrodja smo doslej v reviji objavili le prispevek Verice Jane-
va in Bogdane Borota (2014) z naslovom »Nekateri izzivi izobraZevanja oper-
nih peveev v Italiji«. V 41. zvezku na to podroéje obravnave segata dva pris-
pevka. V prvem Miha Nahtigal opozarja, da je zanimanje javnosti za nove
operne stvaritve zelo majhno. Razvidno je pomanjkanje raziskav, kako publi-
ko privabiti v operne hise na predstave sodobnih vokalno-instrumentalnih del.
Nahtigal ob pregledu relevantne literature izpostavlja dejavnike, ki vplivajo na
upad zanimanja za sodobna operna dela. Estetika je s podrodja lepega pres-
la na grdo in nelepo, kar publika vec¢krat zaznava v skladbah, ki uporabljajo
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atonalne kompozicijske pristope in razli¢ne tehnike produkcije zvokov, zvenov
ter tonov. Skladatelji ve¢krat Zelijo glasbeno Sokirati ob¢instvo, ki pa si bolj Zeli
uporabe raznih zabavnih komponent. Nahtigal prav tako izpostavi vpliv me-
dijev, ki sooblikujejo druga¢na pri¢akovanja ob¢instva do izvedb »v Zivo« in
drugace sprejemajo ter doZivljajo umetnisko poustvaritev v vseh njenih dimen-
zijah. Ob¢instvo si od sodobnih opernih ustvarjalcev in izvajalcev Zeli osebno
nagovorjenost preko vsebinskih tem, s katerimi se lahko poistoveti in ki spod-
bujajo tako ¢ustveno kot racionalno nagovorjenost ter so hkrati prepoznavno
edinstvene. Na primeru svoje operete Spedicija Stradivarus, premierno upri-
zorjene 6. maja 2023, analizira kompozicijski proces ustvarjanja glasbene-
ga dela, namenjenega mladim, tako z vidika izvajalskih vlog kot tudi publike.
Analiti¢ni pristop poveze z orodji aplikativne psihologije in i$¢e resitve, kako
danasnji publiki priblizati nova glasbena dela s podro¢ja operne glasbe.

Z vidika psihologije glasbe sta ¢ustvene odzive otrok na novo otrosko ope-
ro Kekec in skrat Skovik preucevali Katarina Kompan Erzar in Katarina Habe.
Zanimalo ju je, kateri elementi opernega dela so najmoéneje nagovorili u¢ence,
stare od 9 do 14 let, ki so skupaj s so$olci obiskali operno predstavo. Razisko-
vali sta obcutljivost mladih poslusalcev na kakovost glasbene izvedbe in kako
vrednotijo operno predstavo. Skladatelj je v operi uporabil sodobne kompozi-
cijske prijeme, ki pa jih je povezal z ljudsko motiviko in s prvinami muzikala, s
¢imer je zelel pritegniti mlado publiko. Rezultati kvalitativne raziskave so po-
kazali, da so udelezenci prepoznali in ovrednotili glasbeno kakovost predstave.
Bralec bo lahko povezal raziskovalne ugotovitve avtoric z Nahtigalovimi ana-
liti¢nimi ugotovitvami. Hkrati bo dobil dva razli¢na uvida v novonastali glas-
beni deli, namenjeni mladi publiki, ter v razli¢no aktivno angaZiranost u¢en-
cev pri obeh produkcijah.

Erik Smid raziskuje, kako oblikovati repertoar za srednjesolske zbore. Li-
terature na tem podrodju ni prav veliko. Analiti¢en vpogled vanjo omogoca
izpostavitev kriterijev, ki jih mora zborovodja upostevati pri izbiri primerne-
ga repertoarja za srednjeSolski zbor. Kriteriji vklju¢ujejo tehni¢no zahtevnost
skladb, vokalne sposobnosti pevcev v obdobju mutacije, slogovno raznolikost,
sporotilno vrednost skladb in zmoznost vZivljanja vanje ter kulturno raznoli-
kost. Smid izpostavlja, da mora zborovodja skrbno izbrati skladbe, ter poda-
ja tudi konkretne smernice za oblikovanja repertoarja srednjesolskih pevskih
zborov. Delo s pevci v spodbudnem uénem okolju omogoca razvoj mladih pev-
cev na glasbenem, umetnostnem, osebnem in socialnem podrodju.

V predhodnih $tevilkah revije se je zvrstila vrsta prispevkov s podro¢-
ja inkluzije. Nov prispevek Jovane Blagojevi¢ obravnava udinke glasbene sti-
mulacije na otroke z disleksijo. V njem predstavlja koristi glasbene stimulaci-
je za kognitivne funkcije in bralne spretnosti u¢encev z disleksijo. Izpostavlja,
da glasbene intervencije izbolj$ujejo fonolosko zavedanje in sposobnost kogni-
tivnega procesiranja. Spodbudno $olsko okolje, v katerem ucitelji uporabljajo
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uc¢inkovite strategije za premagovanje izzivov ucencev z disleksijo, podpira in-
kluzivno naravnano vzgojo in izobrazevanje.

V novembru 2024 je doktorski $tudij zakljué¢ila Anja Ivec z disertacijo
Heribert Svetel kot ljubiteljski in profesionalni glasbenik, ki jo je napisala pod
mentorstvom prof. dr. Darje Koter. Mesec dni kasneje je na UL Akademiji
za glasbo potekal zagovor doktorske disertacije Natalije Simunovi¢ Glasbe-
na samopodoba ulencev v glasbeni soli in vioga ucitelja pri njenem oblikovanju
(mentorica izr. prof. dr. Katarina Habe). Obe disertaciji z objavljenima povzet-
koma zaokroZujeta vsebino 41. zvezka Glasbenopedagoskega zbornika Akade-

mije za glasbo v Ljubljani.

1I

NINAOAN * IONVI AVLOY VINVIG
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THE EDUCATIONAL POTENTIAL OF YOUTUBE CHANNELS
FOR TEACHING AND LEARNING MUSIC IN VARIOUS CONTEXTS'
RAZISKAVA IZOBRAZEVALNEGA POTENCIALA YOUTUBE KANALOV
ZA POUCEVANJE IN UCENJE GLASBE V RAZLICNIH KONTEKSTIH

NIKOLINA MATOS
Acadcmy of Music, University onagrcb

nmatos@muza.unizg‘hr

SRDAN STANOJEVIC
Music School Fran Lhotka, Sisak

srdan.stanojcviCI@skolc.hr

Abstract: The aim of the research was to search, select, analysc, and compare YouTube
channels with videos dedicated to teaching and learning music. The comparison of the
selected channels was carried out by reviewing the characteristics of each channel, de-
tailed analysis of the videos, and assessment of the quality of‘intcrprctation, representa-
tion, and avai]ability of the content. The obtained data showed the presence of classical
music on all channels, in addition to other types of music, such as film, Videogamc, pop-
ular, and traditional music. Music education videos are diverse in form and content, and
appropriate for use in various educational contexts.

[(qywom’s: music education, tutorial, music learning, video lesson, YouTube

Tzvlecek: Cilj raziskave je bil iskati, izbrati, analizirati in primerjati YouTubove kanale z vi-
deoposnetki, namenjenimi pouécvanju in uéenju glasbe. Primerjava vsebine kanalovje
potckala s prcglcdom znacilnosti posameznega kanala, podrobno analizo vidcoposnct-
kov in z oceno kakovosti interpretacije ter reprezentacije in dostopnosti vsebin. Prido-
bljeni podatki so pokazali prisotnost klasi¢ne glasbe na vsch kanalih in vkljucujejo glas-
bene videoposnetke o razlienih zvrsteh, kot so pop, filmska glasba, glasba za videoigre,
tradicionalna/ljudska in svetovna glasba. Vidcoposnctki so razli¢ni po vsebini in obliki
ter primerni za uporabo vrazli¢nih kontekstih ucenja in poucevanja.

K/j’uﬁne besede: glasbcna Vzgoja, uécnjc glasbc, vadnica, video pouk, YouTube

1 This paper? represents part of a research carried out within the graduatc (master) thesis of
Srdan Stanojevi¢, entitles “The role of YouTube channels in distribution and application of
musical educational content’ (cro: U/ogﬂ YouTibe kanala u dzls’frz'bm‘g’/z’ i primjeni g/ﬂz/ﬂmoo/ﬁm—
zovnib sddréqjﬂ), which was succcssﬁl“y defended on Scptcmbcr 27th 2023, at the Acadcmy

of Music, University on;lgrcb
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INTRODUCTION

thasbeen almost twenty years since the creation of YouTube,” and music was

present on this media platform from the very beginning. In the early days,

there were mainly music videos (previously recorded and shown on various
television channels), and recordings of concerts and/or amateur performances.
With the development of the platform, content creators recognized its educa-
tional potential, and nowadays there is no field of knowledge that is not pre-
sent on YouTube to a greater or lesser extent. It is possible to track the progress
in the earlier research period regarding YouTube in education in the works of
Dufly (2008), Jarrett (2008), Micolich (2008), Mullen and Wedwick (2008),
Fralinger and Owens (2009), Bonk (2011), Cayari (2011), Dreon et al. (2011),
Snelson (2011), Troy and Kristen (2011), Johnson (2012), and many others. Such
authors provided guidelines for YouTube content implementation in classro-
om settings, as well as independent creation of content, also discussing the le-
gal aspects of content use. However, there was a lack of content-specific resear-
ch dedicated to the use of YouTube in certain subject areas, including music.
Evaluating the impact of YouTube on the teaching and learning process, edu-
cational videos are associated with concepts such as informal and self-regula-
ted learning (Lines, 2009; Waldron, 2012), learning environment, blended and
situated learning (Crawford, 2016), media literacy (Erstad, 2010), multimo-
dality (Jewitt, 2014), participatory culture (Jenkins et al., 2009; Meck, 2012;
Waldron, 2013; Cayari, 2015; Burgess and Green, 2018), personalities of “Yo-
uTubers as teachers’ (Young, 2008; Marwick, 2015; Marone and Rodriguez,
2019), and the future of education in general.

A certain number of research papers are dedicated to learning music and
performing arts with the help of YouTube videos, addressing the problem in
general (Rudolph and Frankel, 2009; Kruse and Veblen, 2012; DeWitt et al.,
2013; Lai, 2013), or in more detail, discussing active music listening and music
analysis (Webb, 2007; Monkhouse and Forbes, 2015). Dougan’s findings show
that music students see YouTube as a relevant source of music performance vi-
deos, as well as sheet music — while searching for materials, they use it more
often than other online sources (Dougan, 2012). Regarding formally educa-
ted musicians, Lai (2013) points out that 85% of the students among the re-
search participants use YouTube to acquire knowledge and skills, especially
while preparing for lectures or music rehearsals. In another study by Hu et al.
(2014), whose participants were students from the University of Hong Kong,
the results showed that 97% of the participants use YouTube for learning how
to sing or play an instrument. Music students were not included in this study;
all the participants were non-musicians who wanted to expand their knowled-
ge and experiences for fun. Whitaker et al. (2014) categorized 1,761 YouTu-
be videos found through ‘music education’ keyword research. Among the

2 YouTube was founded on February 14, 200s.
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educational videos, 65% were tutorials with creators providing useful tips on
how to learn and/or create music. However, it should be taken into considera-
tion that the research was conducted a decade ago, and we can assume that the-
re have been some changes in music education content on YouTube regarding
its quality and quantity. Reviewing the existing research papers on YouTube
in music education, we noticed a lack of research on acquisition of knowled-
ge and skills in some areas, such as harmony, counterpoint, musical forms, mu-
sic theory, ear training, sight-reading, sight-playing, and sight-singing practice.
Regarding this issue, our goal is to analyse, compare, and evaluate the potenti-
al of selected YouTube channels and their music education content in the pro-
cess of transmission and acquisition of knowledge and skills.

SYSTEMATIZATION OF YOUTUBE CONTENT FROM A MUSIC EDUCATION
PERSPECTIVE

Music education videos are only a small part of the content on YouTube that
can be used for music education purposes. An in-depth analysis of the content
implies its classification, which is impossible to carry out completely due to the
quantity of YouTube channels and videos, and its daily growth. However, the
analysis can be limited to only creators and channels from a certain country/
continent, a certain period (for example, videos created in the last four years),
or a category which includes only a certain type of video. The analysis can be
based upon one of the following starting points/perspectives:

—  The scientific perspective — researching the role, possibilities, (dis)advan-
tages, and other psychological and/or sociological aspects of YouTube
in (music) education contexts.

—  Thepedagogy/didactic perspective — assessing the possibilities of organi-
zation, creation, and implementation of YouTube content in teaching
and learning settings.

— The content perspective — dividing YouTube videos into type-specific
and content-specific categories.

—  The legal perspective — researching the legal aspects of YouTube and its
use in the teaching and learning process.

We decided to start from the content perspective in order to recognize the
types of music and music education videos which can be utilized for educati-
onal purposes. Firstly, type and content identification gives more insight into
the possibilities of video implementation, and secondly, it provides guidelines
for the creation of similar content, both by teachers and students themselves.
The best way towards the systematization of content is the categorization of
YouTube channel owners, i.e. the analysis of users who upload music and mu-
sic education content (Table 1). Music lovers and collectors (the first category)

15
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Tablex
YouTube channels and types of videos with music and music education content

Channel creators/owners Types of videos

— music lovers and collectors — sound recordings
— music performers and crea- — sound only
tors — with visualization
— music labels and publishers — with sheet music
— cultural institutions — with music analysis
— television channels — music videos
— education associations and — music performance videos
institutions — music rehearsal videos and ‘behind the
— YouTubers as music teachers scenes’ moments

— music shows and festivals

— cartoons and videogames

- movies (including musicals) and do-
cumentaries

— speeches, discussions, debates, intervi-
ews, podcasts

— full-length lectures

— short video lessons®

— courses

— tutorials®

— master classes

— exams and quizzes

Opombi: * This can refer to any music education content, especially in the

field of musicology and music theory. ® The type of video that focuses on the
practical acquisition of skills (e.g. playing, singing).

are the users responsible for uploading a great amount of the music ever recor-
ded, including works that belong to all periods and styles of music from all
over the world. In the last few years, many channels that belong to this catego-
ry have been banned and eliminated due to violations of YouTube communi-
ty guidelines and/or copyright violations. Regulation of legal aspects on You-
Tube happened only recently, and some of the channels existed for many years
without any legal consequences.

Regarding the content, we can divide music lovers’ and collectors’ channels
into several subcategories: (1) channels with sound recordings only, whilst the
visual aspect of the video is reduced to a photo of a vinyl record or CD cover, or
a photo of the artist, (2) channels with video recordings of original music per-
formances (concerts, live shows, etc.) and music videos, (3) channels with sou-
nd recordings accompanied by sheet music. All the subcategories can be used
in various teaching and learning settings, although they were not originally

16



uploaded for educational purposes. The first subcategory is as valuable as the
others, making the sound recordings sufficient for learners,’ allowing them to
focus on the music itself. However, analysing a performance video can also be
useful and appropriate in various contexts, whilst recordings accompanied by
sheet music will primarily find their purpose in professional music education
settings. There are also special subgroups of videos which include visualization
that enhances active listening (Smalin, n.d.) or formal analysis of music (Algo-
mus Team, n.d.).

The second category of channels refers to music performers and creators,
i.e. musical instrument players, singers, bands, ensembles, choirs, orchestras,
conductors, and composers. Being aware of the importance of showing their
artistic achievements to a larger audience, nowadays almost every music artist
or group of artists owns a YouTube channel. The following categories belong to
music labels and publishers with their own channels, cultural institutions (thea-
tres, concert halls, opera houses, etc.), television channels, and education associ-
ations and institutions. When adding all these categories to the previous ones,
the range of content expands to cartoons, movies and documentaries, music
shows and festivals, videos of music rehearsals and moments behind the sce-
nes, complete full-length lectures, short lessons, courses, tutorials, master clas-
ses, and other content. Finally, there is a category of YouTubers as music teach-
ers, which we found the most interesting, and it became our research target.
This category refers to musicians who are not necessarily teachers by professi-
on, but when creating videos, they prioritize music education content and te-
achingactivities.

TQUALITATIVE AND COMPARATIVE ANALYSIS OF SELECTED YOUTUBE
CHANNELS WITH MUSIC EDUCATION CONTENT

Research objectives and questions

The aim of this research was to search, analyse and compare YouTube channels

created by users who are primarily dedicated to producing and publishing

music education content. Consequently, we formed the following research

questions:

1. What content and what type of videos are represented on the selected Yo-
uTube channels?

2. Can we apply the content in formal music education settings?

3. Is the content in the videos comparable to the content of Croatian mu-
sic schools’ curricula (Odluka o nastavnim planovima i programima za
osnovne glazbene i osnovne plesne $kole, 2006; Ministarstvo znanosti,

3 In this paper we use the term ‘learners’ in the broadest sense of the word, referring to prima-

ry and secondary school students, university students (of music or any other discipline), pro-
tessional musicians, music amateurs, and music lovers.
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obrazovanja i mladih and Hrvatsko drustvo glazbenih i plesnih pedagoga,
2008)? Can we find content that is not represented in the official curricu-
la for music education in Croatia?

Research methodology

The research was conducted in several phases (Table 2). In the first phase
(channel identification), we were searching for YouTube channels using the
following keywords: music education, music learning (also learning music), mu-
sic teaching (also teaching music), music composing (also composition), music the-
ory, ear training, music improvisation, singing tutorial and playing tutorial. The
last keyword did not directly lead to the desired data, because the search also
resulted in sports activities videos. The search was then expanded with the spe-
cific names of musical instruments, such as piano playing tutorial.

Table 2
Phases of the research

Phase1  Youlube channel identification (keyword search)

Phase2  YouTube channel selection according to predefined criteria

Phase3  Content review: watching and analysing videos, transcribing the text, taking notes

Phase 4  Qualitative analysis: reduction, categorization, and comparison of data

We set the following criteria for channel selection:

— The contents on the channel are published in English.

— The channel has gained a certain reputation and popularity and has
more than two hundred thousand subscribers.

— There are more than a hundred published videos on the channel.

— 'The channel includes classical music.

— The channel includes music education content that is similar/compa-
rable to the content of the Croatian music schools’ curricula.

We did not determine the exact number of channels before the moment of
selection in the second research phase, but it was planned to analyse and com-
pare five to ten channels. Finally, we selected six YouTube channels that met
our previously set criteria: David Bruce Composer (n.d.), Rick Beato (n.d.), I
side the Score (n.d.), Music Matters (n.d.), Adam Neely (n.d.), and Nahre Sol
(n.d.). After the channel selection, the third phase of the research consisted of a
detailed review of the channels’ content, which was accomplished by watching
and thoroughly analysing the videos over a period of several months, taking
notes while watching, transcribing some parts of videos, and describing the
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Table 3
Areas of analysis of the selected YouTube channels

Basic information review Content analysis Channel quality evaluation
Quantitative data Music represented on . .
Video quality
the channel
Didactic approach

Purpose of the channel Music education content . .
and presentation of topics

Relationship with subscribers

. . Other content Availability of the content
and cooperation with colleagues

selected videos in detail. We divided the analysis of each channel into several
areas to compare their characteristics and content (Table 3).

After reviewing basic quantitative data, the central part of the analysis
referred to the content itself. We were interested in the type of music that is
featured on each channel, and we analysed additional content offered to the
viewers. In the fourth research phase, we completed a qualitative analysis, whi-
ch was realized by reduction, categorization, and comparison of the obtained
data. The selected YouTube channels were evaluated regarding the quality of
the video production, the didactic approach to the topics and their representa-
tion, and the availability of the content. Lastly, we wanted to explore whether
there is some educational (or other) material made by the creators which is not
represented on their YouTube channels.

RESULTS

The channel review provided basic information regarding the quantitative
data, and it gave us insight into the channel characteristics that we considered
relevant (Table 4).

The content on David Bruce’s channel is mostly not intended for music
beginners, and given the prevailing topics, composers can find it the most use-
ful. Rick Beato’s content is aimed at a wide audience, and the same can be said
for the Inside the Score and Music Matters channels. Adam Neely and Nah-
re Sol create their content primarily for experienced and professional musici-
ans. David Bruce emphasizes contemporary classical music, but his channel
also includes popular, traditional, and jazz music. Rick Beato features popu-
lar, classical and film music, as well as rock, metal, and jazz. The Inside the Score
channel focuses on classical and film music, but also includes pop, rock, me-
tal, and video game music. The Music Matters channel features classical mu-
sic from the renaissance to contemporary classical music, along with numerous
covers of classical and popular music. Adam Neely emphasizes jazz and popu-
lar music; however, in numerous videos he analyses classical music, as well as
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non-European music. Nahre Sol analyses classical (baroque to contemporary)
music, and she talks about film, video game, popular, jazz, and world music.
All the creators also publish original compositions and covers.

The music education content on the selected channels is rich and diverse.
David Bruce covers the following topics: problems of rhythm and metre (e.g.
concepts of polyrhythm, negative rhythm, micro rhythm), classical, contem-
porary, and jazz harmony, formal analysis of musical works, composing, arran-
ging, orchestration, and musicological content. Rick Beato theoretically and
practically deals with scales, tonalities, chords and harmonic progressions, as
well as contemporary music theory issues and post-tonality theory. A speci-
al component of his channel are videos in which he explains the acquisition
of certain skills and development of music abilities, such as making progress
with relative pitch, developing perfect pitch, mastering intervals and chords,
sight-singing, inner note hearing, playing by ear, and applying music theory
knowledge while ‘decoding’ music. Inside the Score uploads analyses of classical
and film music, including various theoretical and musicological aspects, whi-
ch can be seen on the ‘Discovering Classical Music’ podcast, and the channel’s
playlists called ‘Movie Music’ and ‘Art Music’. Music Matters offers a lot of
music theory and musicological content: a significant feature of this YouTu-
be channel is the possibility of preparation for the exams in music theory, mu-
sic dictation, and piano, given that Gareth Green (one of the channel’s crea-
tors) works at the Associated Board of the Royal Schools of Music (ABRSM), one
of the leading assessment institutions in Great Britain. Adam Neely also de-
als with numerous music theory and musicological topics, such as the concept
of polytonality, absolute pitch, and music as a ‘universal language’. He also te-
aches about composing, arranging and orchestration, music acoustics, music
production, music aesthetics, music psychology, and the acquisition of skills.
Nahre Sol has devoted herself to piano lessons and tutorials, and she discus-
ses composing, arranging, and improvising from a pianist’s perspective. Just
like the other creators, Sol analyses classical and popular music, covers vario-
us music theory and musicological arguments, and talks about music psycho-
logy and acoustics.

INTERPRETATION OF THE DATA GATHERED BY CONTENT ANALYSIS
AND COMPARISON

A detailed review of the selected YouTube channels gave us the possibility of
providing answers to the research questions, which can be answered as follows:
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Tables

Examples of music and literature mentioned in the video “The Devil in music

(an untold history

of the Tritone)’ by Adam Neely (Neely, 2017)

Music (emphasizing the synchronic appro-
ach)

— Pérotin: Dum Sigillum Summi
Patris, =~ 12-13th c.

— Giuseppe Tartini: Violin Sonata in
G minor 1/ trillo del diavolo
(Devil's trill sonata), ~ 1713.-1740.

— Franz Liszt: Aprés une lecture du
Dante: Fantasia quasi sonata, 1837.

— Camille Saint-Saéns: Danse
macabre, op. 40, 1874.

— Erik Satie: Vexations, ~ 1893.-1894.

— Leonard Bernstein: West side story
(musical), Maria, 1957.

— Jimi Hendrix: Purple Haze, 1967.

Literature

— Jacobus of Liege (Jacobus van

Luik):

Speculum musicae (The Mirror
of Music),

~ 1320.-1330.

— Johann Joseph Fux:

Gradus ad Parnassum, 1725.

Paul Hindemith: 7be Craft

of Musical Composition (Book 1),
1942.

Vincent Ludwig Persichetti:
Twentieth Century Harmony:
Creative Aspects and Practice, 1961.

— Black Sabbath: Black Sabbath,
1970.

— Danny Elfman: The Simpsons
theme, 1989.

— Metallica: Enter Sandman, 1991.

— Slayer: Diabolus in musica
(album), 1998.

What content and what type of videos are represented on the selected YouTube
channels?

The selected channels include various types of videos, and for the purposes of
our research, we can divide them into the categories of educational and non-ed-
ucationalvideos. Whilst educational videos can be used in most of the teaching
and learning contexts, non-educational videos include other content such as
discussions, interviews, reviews, and advice. For example, Music Matters publi-
shed an interview in which the creators of the channel talk about the channel’s
creation and its technical settings. They also discuss their musical journey, and
the most significant professional collaborations, as well as some aspects of mu-
sic appreciation (e.g. the video called “What is Colour in Music?’). Rick Bea-
to published interviews with some of the biggest names in pop, rock, metal,
and jazz music such as Sting, Tommy Emmanuel, Joe Satriani, Keith Jarrett,
and ABBA’s Bjorn Ulvaeus, who talked about making the group’s timeless hits.
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David Bruce interviewed a few musicians, Nahre Sol also recorded several in-
terviews (e.g. with Andrew Huang, Tanya Gabrielian, and Barbara Berg), and
Inside the Score features an interview with a video game music composer. Nah-
re Sol and Adam Neely talk about music software and equipment, and Rick
Beato offers numerous tips in the field of music production, such as recording
guitar and drums, mixing vocals, and using compression. There are also music
reviews on almost all channels (e.g. a review of the video game soundtrack Ze/-
da: Breath of the Wild made by Nahre Sol), as well as tips for studying and pra-
cticing effectively, creating working habits, staying motivated and developinga
musical career. Creators also publish reaction videos, i.e. video responses to the
content made by other YouTubers (e.g. David Bruce Composer: “The Unbea-
rable Irrelevance of Contemporary Music - a response to Samuel Andreyev’).

Regarding educational videos, YouTube creators problematize the topics
in an interesting way, combining academic and less formal teaching strategies.
Explanation of music phenomena is both theoretical and practical, providing
examples from different style periods and/or music genres, which leads to the
conclusion that the creators prefer using synchronic over the diachronic (histo-
rical) approach while teaching. Talking about a certain topic, the creators usu-
ally refer to the literature that covers the topic, i.e. the literature they used spe-
cifically for the video (Table s).

Users’ engagement and their comments on YouTube videos demonstrate
the importance and the truthfulness of information given by creators, but we
can also find some reaction/response videos in which other creators express di-
sagreement in relation to a certain topic.” Critically approaching the channels’
content, we noted that creators, while making some of the videos, aim at ga-
ining popularity and getting as many views as possible. That kind of approa-
ch is visible to viewers through ‘clickbait’ titles and attractive thumbnails. Sin-
ce YouTube brings money to the creators, this approach is understandable to a
certain extent. However, these videos are only a smaller part of each channel’s
content, and creators generally upload high quality material.

In general, educational videos can be divided into the following catego-
ries: (1) metre and rhythm, (2) tonal structure, (3) musical form, (4) musicolo-
gical content, (s) music composition and creation, (6) music performance, (7)
development of music skills and abilities, and (8) reflections on music and mu-
sic education. Within the metre and rhythm category, creators explain the con-
cepts of simple and complex metres, rhythmic patterns, and pattern combina-
tions. Some of them analysed the rhythm of a certain artist or a composition
alone: for example, on David Bruce’s channel there is a video called ‘Classi-
cal composer analyses Kendrick Lamar’, where Bruce talks about the rhythm
in Lamar’s song ‘Alright’. In the category of fonal structure, creators often

4 Reaction videos to Adam Neely’s content: ‘Is Cb the Same Note As B? (A Response To

Adam Neely)' (channel: 12tone); Adam Neely is Wrong About..... ALOT (channel: NA-
ETE)
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approach the content in an interdisciplinary manner, covering the areas of Ear
Training, Harmony, and Counterpoint. David Bruce, Rick Beato, Music Mat-
ters, Adam Neely, and Nahre Sol teach about the modes, explaining the scale
structure, playing, improvising, and composing. The major and minor tonali-
ties were covered by Rick Beato, Music Matters, Adam Neely and Nahre Sol,
combining the theoretical and practical perspective in a similar way. In one of
his videos, Adam Neely practices the diatonic major scale through two octa-
ves in all twelve tonalities for almost five hours, playing ascending and descen-
dingintervals and chords. The whole-tone scale is explained by Rick Beato and
the Music Matters channel, showing how Debussy used it in his music. Inter-
val structure and recognition is covered by Gareth Green on the Music Matters
channel, while Adam Neely tried to answer some of the following questions:
Is a perfect 4th dissonant? What is the most dissonant interval? Creators con-
ducted theoretical studies of chords and their practical use, talking also about
opposite chord qualities and negative harmony. As a very broad term in music,
‘harmony’ is not considered exclusively in the context of tonality. The creators
talk about the harmonization of popular music, jazz, and many other genres,
and pay particular attention to the role of harmony in composing, arranging,
improvising, and performing music, discussing also reharmonization.
YouTube creators do not consider classical music superior to other types
of music, and they provide analyses of popular, film, and video game music.
Their approach to classical and ‘non-classical” music is equally professional and
detailed: in the series named ‘Composer Insights’, Gareth Green (Music Mat-
ters channel) covered popular artists such as David Bowie, George Michael,
and Whitney Houston. Analyses of film music (like 7he Matrix soundtrack by
Don Davis) are provided on the Inside the Score channel. Regarding the m2u-
sical forms category, we can find a lot of videos about the structural elements
of music (e.g. the creation and use of motifs on the Music Matters channel),
as well as forms like the fugue, sonata form and classical concerto. Nahre Sol
explains the need for comprehensive musical analysis, working on the Mazur-
ka 0p. 59 no. 1 by F. Chopin in one of her videos. In the category of musicologi-
cal content, there are a lot of videos covering style periods and genres, as well as
the characteristics of musical instruments and ensembles.’ In the video “Why
is Mozart a genius?’ (Inside the Score), we can learn about Mozart’s life and his
music. Numerous videos are dedicated to composers in a similar way, including
Bach, Beethoven, Schubert, Mahler, Brahms, Bruckner, Satie, Shostakovich,
Rachmaninoff, Ligeti, Holst, etc. In the series ‘How to sound like... Nahre Sol
describes the music of some of the most important composers in history, and at
the end of each video she writes and performs a short musical piece in the style

5 E.g ‘A Very Short History of Classical Music’, "Program Music - Is It Wrong to Tell a Sto-
ry with Music?’, ‘Percussion: the stars of the show?” (all three by David Bruce Composer),
“What is a baroque orchestra?’ (Music Matters),"Why is the organ the future of music?’ (-
side the Score), and many others.
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of the composer. Regarding muusic composition and creation, David Bruce dis-
cusses various compositional tools and techniques, and Rick Beato illustrates
the process of composing music in a certain style (e.g. in the style of Hollywo-
od music of the 19505s). Inside the Score created a series of videos called “The Art
of Composing), and there are two interesting playlists on the Music Matters
channel named ‘Inside the Mind of Bach’ and ‘Inside the Mind of Beethoven’,
where Gareth Green explains the techniques of these composers. Adam Neely
talks about the use of sounds from space when composing, the use of Autotune,
and the use of notation software while writing music. He also published a se-
ries called ‘Compose something new a day’. David Bruce published two series
of videos called s Composers 1 Something’ and ‘Compositions by David Bru-
ce’. In the ‘Sound Bank’ series, Nahre Sol teaches about the process of compo-
sing various musical forms.

Adam Neely, Rick Beato, Nahre Sol and Gareth Green talked a lot abo-
ut music performance, also focusing on the development of music skills and abil-
ities. Nahre Sol created many instructional videos regarding piano practice, in
which she covers warm-up exercises, fingering and hand placement, playing va-
rious rhythm patterns, etc. ‘Online Piano Course for Beginners’ is a playlist
on the Music Matters channel, and it contains videos aimed at everybody who
wants to learn the basics. Rick Beato talks about guitar technique, while Adam
Neely dedicated his instructional videos to the bass guitar. Beato’s videos also
include tips and exercises for intervals and chords identification, writing mu-
sical dictation, playing music by ear, and developing listening skills in general.
On the Music Matters channel, users can practice music intonation and deve-
lop listening skills, learn about music theory, and practice sight-reading as well.

Can we apply the content in formal music education settings?

The content analysis showed that many of the creators’ videos can be used both
in formal and informal music education contexts. When talking about formal
education settings, we imply that the teaching and learning process is carried
out by professional music teachers in an educational institution, i.e. music scho-
ol, music academy, music conservatory, and/or music faculty or department (of
a larger higher education institution). While being primarily focused on tra-
ditional classroom instruction, we also consider all the possibilities of hybrid
learning (blended online and offline instruction), as well as distance learning
in a virtual environment. However, the implementation of YouTube videos in
formal music education contexts requires certain adjustments made by the te-
acher, such as transcribing and translating the text, preparing questions, and
creating exercises or content-specific tasks. The teacher shapes the context in
which they present the video to the students, taking into account the discipli-
ne/subject itself (Ear Training, Harmony, Counterpoint, Musical Forms, Mu-
sic History, etc.), the students’ age, the teaching and learning environment,
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and other factors. Given the fact that most of the YouTube videos are made in
an interdisciplinary manner and are applicable in more than one discipline/su-
bject, the teacher must determine why, when, and how to implement a certa-
in video. While presenting the aforementioned video “The Devil in music (an
untold history of the Tritone)’ made by Adam Neely (2017), the teacher could
demonstrate some of the music mentioned in the video, providing rich educa-
tional experiences to their students which include active listening to the enti-
re musical works, detailed music analysis of the works, as well as writing and/
or performing music (musical dictation, harmonization, singing or playing).
The teacher could also prepare questions and activities (e.g. music theory exer-
cises) connected to the video’s content, seizing the opportunity to explain the
terms introduced in the video, and translating and interpreting the terms in
the learners’ mother tongue.® YouTube videos are also applicable in informal
educational settings, such as self-directed learning (autodidacticism) or home-
schooling, where the process of (teaching and) learning takes place outside the
educational institutions. The use of videos in these kinds of settings indicates
that the learner already has some prior knowledge about the topic and is com-
petent enough to put all the given information in the appropriate context.

Is the content in the videos comparable to the content of Croatian music schools’
curricula? Can we find content that is not represented in the official curricula
Jor music education in Croatia?

A lot of the content presented by the creators of YouTube videos can also be
found in the official Croatian music schools’ curricula, covering the topics of
rhythmic and tonal structure in music (grouping and metre, intervals, scales,
chords and chord progressions), musical form (structural elements and levels
of music organization/shaping), and music history (musical periods/eras and
styles, including the most relevant compositors and their works). However, a
lot of the YouTube videos™ content goes beyond the scope of the official cur-
ricula. For example, the creators give importance to some musical scales that
are hardly mentioned in music schools, such as the melodic minor pentato-
nic scale, Hungarian minor scale, diminished scale, jazz scales, Olivier Messi-
aen’s modes, and the Super Phrygian mode. Within the metre and rhythm ca-
tegory, viewers can learn about various concepts that are rarely (or not at all)

6 Some of the terms mentioned in Adam Neely's ‘tricone video are: interval, melodic interval,
whole tone, tritone, augmcntcd forch, diminished ﬁﬁh, division of the octave, hexachord,
soft/natural/hard hexachord, dissonance, unstable sound, cyclc of tension and release, dis-
sonance resolution, expectance of the resolution, tuning, singing in tune, just intonation,
cqual tcmpcrcd system, ratios of intervals, simplc and complcx ratios, frcqucncy, culeural
connotation (of consonance/dissonance), musical context, music theory, music practice, co-
unterpoint, system of tonal lmrmony, dominant seventh chord, diatonic passages, chroma-
tic passages, blue note, and blues chord progressions. For cxamplc, the terms could be inter-
preted in Slovenian or Croatian.
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Table 6
Harmony content on YouTube channels

Topics that are included in the curriculum Topics that are 7o# included in the curriculum
of secondary music schools in Croatia of secondary music schools in Croatia
four-part harmony (Rick Beato, Music Maz-  harmonic progressions in popular and jazz
ters, Nahre Sol) music (Nahre Sol, Adam Neely)
figured bass (Music Matters) advanced jazz harmony (David Bruce), the
voice leading and dissonance treatment levels of jazz harmony (Adam Neely)
(Adam Neely) concepts of jazz-reharmonization (Rick Bea-
harmonic analysis (Music Matters) to, Adam Neely)
types of cadences and cadence chords (Music  tritone substitution (Rick Beato)
Matters) negative harmony (Rick Beato, Adam Neely,
the Neapolitan chord (Music Matters, Adam  Nahre Sol)
Neely) harmonic analysis of famous rock compositi-
Italian, French, and German augmented sixth ~ ons (Inside the Score)
chords (Nahre Sol, Music Matters) harmonization of human speech (Adam
the Tristan chord ({nside the score) Neely)
non-chord tones (Music Matters) subharmonic music (Adam Neely)
secondary dominants (Music Matters) harmonic blocks (Nahre Sol)

enharmonic equivalence (Music Matters)
melody harmonization (Music Matters)
modulations using common chord (Mausic
Matters)

included in the Ear Training curriculum. Adam Neely explains the concept
of irrational measures and polyrhythm, and he discusses the fastest and the
slowest tempo ‘humanly possible’. David Bruce talks about the thythm in swing
music, the use of metric modulation, irrational time signatures and rhythms,
negative rhythms, and the rhythms that are ‘impossible to write down’. Regar-
ding musical forms and musicological content in general, YouTube creators do
not consider classical music superior to other types of music, and in addition to
classical pieces, they provide analyses of popular, film, and video game music.
They teach about the process of composing various musical forms (Nahre Sol),
as well as using various compositional tools and techniques such as composing
with noise or making music with only one note (David Bruce Composer). The
subject of Harmony is also represented with various topics that are not inclu-
ded in the official curriculum (Table 6).

Moreover, in their reflections on music and music education, creators express
their thoughts, and they share some personal confessions, describing their pri-
vate and professional life path. Nahre Sol talks affirmatively about music edu-
cation, speaking of Juilliard as ‘the best music school in the world’, wherein she
frequented unforgettable lectures, and gained numerous experiences. On the
other hand, she argues that the music education system often does not provi-
de a sufficiently broad view on music as an art form. She also advises users on
how to listen to classical music, especially regarding the emotional experiences
of the listener. Adam Neely is probably the most productive of all the creators
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when it comes to discussing various topics. He talks about his continuous fa-
scination with music, considers the role of music in human development, sha-
res his thoughts on the relationship between musical talent and diligence and
explains why music needs an audience. He discusses the possibility of reaching
virtuosity later in life and gives advice on how to transform fear into mastery
on stage. Neely also questions the role of music education institutions in to-
day’s era, and he emphasizes the importance of building interpersonal relati-
onships and professional contacts while studying music. He talks about him-
self as a creator, explaining whether he considers himself more of a musician or
a YouTuber, comparing the profitability and sustainability of these professio-
nal activities.

EVALUATION OF CHANNELS' GENERAL QUALITY AND FINAL THOUGHTS

For the creators, high quality of video production is essential for the implemen-
tation of YouTube videos in the teaching and learning process. While recor-
ding the videos, the creators mostly use a front-facing camera, except when de-
monstrating musical performance, in which case one camera is usually placed
above the instrument, and the other captures it from the side. When recording
interviews, the creators use several (up to three) cameras. A lot of the creators
made their first videos with a mobile phone camera, and sometimes they still
use it as an additional recording tool. From the didactic perspective, the way in
which the content is represented to the viewers is even more important. It can
be concluded that all the creators treat the chosen topics in a unique way, in-
formally and casually, although very thoroughly, using both a theoretical and
practical approach. The videos are made at a highly professional level, especi-
ally the ones created in recent years (since 2020), as they consist of words, ima-
ges and animations with the aim of improving the learners’ level of understan-
ding of a certain topic, and/or to highlight some segments of the video. In this
regard, the creators use accompanying texts and subtitles, visuals, animations’
and memes, sheet music, keyboard display (usually shown at the bottom of the
video), film and cartoon excerpts, and clips from other creators’ videos. These
features make the videos usable in formal educational contexts as supplemen-
tary teaching material at the school or university level. The applicability of the
content in teaching and learning settings also depends on its availability, and
it can be confirmed that all the channels meet this standard — almost all the
channels’ content is free, with the addition of some free material on creators’
personal web pages.

It is opportune to mention that the length of the videos is not always
appropriate for a classroom setting given the time frame/limit, i.e. the

7 E.g. the circle offzﬁ/ﬂ scheme.
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standard lesson duration of 45 minutes. For example, if the teacher of Coun-
terpoint chooses to use Adam Neely’s video ‘How to write a Crab Canon’ (Ne-
ely, 2018), they can demonstrate the whole video or its parts multiple times
because of its short duration (s:17). There will be enough time to discuss the to-
pic with the students, to explain some of the key terms and phrases, to make a
comparison between music and text/meaning (just like Adam Neely did in the
video), and to conduct some of the practical activities that include composing
and performing the crab canon.

CONCLUSION

The analysed videos on the selected YouTube channels, as well as many other
similar videos with music education content, can represent an excellent star-
ting point for planning and organizing music lessons in the twenty-first centu-
ry. This kind of material is useful and appropriate in all educational contexts
(formal, non-formal and informal), at all levels of education, and in different
teaching and learning settings and environments such as traditional classro-
om teaching, flipped classroom concept, online/distance teaching and lear-
ning, blended learning, situated learning, and collaborative teaching. Unlike
textbooks and traditional didactic material in general, this type of content en-
courages learners to interact and actively participate in the learning process.
The accessibility of the content allows self-regulated learning at one’s own pace
and order, also providing the following possibilities: watching and listening
to the content carefully, as many times as necessary, including rewatching, re-
listening, thoroughly analysing, and interpreting certain parts of the video.
The creators of these videos are a great inspiration for learners on their way
to success, whether the motivation for learning music is only personal, or also
professional.
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Povzetek
UDK 78:37.091.31:004(086.8)

Cilj raziskave je bil identificirati, izbrati, analizirati in primerjati YouTubove kanale z vi-
deoposnctki, namcnjcnimi pouécvanju in uécnju glasbc. Iskanjc kanalovjc bilo izvede-
noz uporabo naslcdnjih kljuém'h besed: glasbena Vzgoja, glasbcno uécnje, glasbcno po-
uécvanje, glasbcna kompozicija, glasbena tcorija, urjenje sluha, glasbcna improvizacija,
vadnica petja in vadnica igranja. Za izbiro kanala smo postavili naslcdnje kriterije: je-
zik, v katerem je objavljcna vsebina (angleééina), priljub[jcnost kanala in $tevilo naro¢ni-
kov, $tevilo Vidcoposnctkov, prisotnost klasi¢ne glasbc na posameznem kanalu in ustre-
znost vsebin glasbcne vzgoje. Rezultat iskanja je bil izbor $estih YouTubovih kanalov z
naslednjimi imeni: David Bruce Composer, Rick Beato, Inside the Score, Music Ma-

teers, Adam Neely in Nahre Sol.
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Analiza in primerjava vsebine kanalov je potckala s pregledom znacilnosti posa-
meznega kanala (osnovni podatki o kanalu, namen kanala, odnos z naro¢niki in sode-
lovanjc S sodclavci), podrobno analizo vidcoposnctkov (glasba, glasbcna vzgoja in drugc
vscbine), z oceno kakovosti videoposnetkov, interpretacije in reprezentacije ter dostop-
nostivsebin. Pridobljeni podatki so poleg ostalih zvrsti glasbe pokazali prisotnost klasi¢-
ne glasbc na vseh kanalih. Vse zvrsti glasbc Vcljajo za enakovredne, pristop ustvarjalccv
k analizi glasbc paje profesionalen in podroben. Polcg klasi¢ne glasbc izbrani YouTubo-
vi kanali Vkljuéujcjo glasbcnc Vidcoposnctkc o razli¢nih zvrsteh, kot so jazz, pop, rock,
metal, filmska glasba, glasba za Videoigrc, tradicionalna/ljudska in svetovna glasba, kot
e indijska, korcjska in japonska glasba ter mongolsko grleno petje. Ustvarjalci kanalov
ustvarjajo tudi lastno g[asbo in priredbc del, ki pripadajo razli¢nim slogovnim obdob-
jcm, vrstam in zanrom. Glasbenoizobrazevalni videoposnctki so strukcurno raznoliki:
ustvarjalci objavljajo kratke videovsebine pouka, daljéa predavanja, (mojstrske) teéaje in
vach Vsebinsko bogastvo se odraza v giroki palcti obravnavanih podroéij, ki smo jih raz-
deliliv naslcdnjc katcgorijc: meter in ritem, tonska zgradba, glasbcnc oblike, muzikolo-
ske vsebine, glasbena kompozicija in ustvarjanje, glasbeno poustvarjanje, razvoj glasbe-
nih spretnosti in sposobnosti ter razmisljanja o glasbi in glasbeni vzgoji.

Veliko vsebin, ki jih ponujajo ustvarjalci na placformi YouTube, je vklju¢enih cudiv
uc¢ne nac¢ree hrvaskih glasbcnih solin jih je mogoce poucevati pri individualnem pouku
instrumenta ali pctja, torcj pri glasbcnotcoretiénih predmetih, to so urjcnjc sluha, har-
monija, kontrapunkt, glasbcne forme in glasbena Zgodovina. Omcnjcni Videoposnetki
Vscbujejo cudi druge vsebine, ki prcscgajo okvire obveznih u¢nih na¢rrov, kot so inter-
vjuji, razprave, motivacijski govori, karierni nasveti, glasbene (in druge) kritike, nasveti
za nakup glasbil in opreme ter glasbcna produkcija. Videoposnetki $O primerniza upora-
bo v kontekstih formalnega, neformalnega in priloinostncga glasbenega izobraievanja
pa tudiv razli¢nih okoljih uéenja in pouéevanja, vkljuéno s tradicionalnim pouéevanjcm
in uécnjcm v uc¢ilnici ter na splctu, z mesanim uécnjcm, S stratcgijo obmjcnc ucilnice, si-
tuiranimi u¢nimi okolji in sodelovalnim poucevanjem. Vidcoposnctki niso namenjeni
zgolj profesionalnim glasbenikom, temve¢ tudizacetnikom in glasbenim navdusencem,
sajje podajanjc vsebin strokovno, natan¢no, razumljivo in hkrati zabavno.
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KOMPOZICIJSKI PROCES USTVARJANJA MLADINSKE OPERETE
V 21. STOLETJU: ANALIZA Z ORODJI APLIKATIVNE PSITHOLOGIJE
THE PROCESS OF COMPOSING YOUTH OPERETTA IN THE TWENTY-FIRST
CENTURY: ANALYSIS USING THE TOOLS OF APPLIED PSYCHOLOGY

MIHA NAHTIGAL
Univerzav Ljubljani, Akadcmija za glasbo
Miha.nahtigal@ag.unilj.si

Izvlecek: V dobi digitalnih mcdijcv in instantne zadovoljitvc potrcb sezdi, da komplck-
sna umetnost med mladimi postaja vedno manj privlaéna, pri cemer mnogi avtorji kot
primer take umetnosti navajajo sodobno opero. V prispevku se osredoto¢amo na poskus
resevanja omcnjcnih izzivov prcko iskanja in uporabc sredstev, ki bi Zagotovila poveca-
no intenziteto doiivljanja tudi mlademu in glasbcno manj podkovancmu ob¢instvu ob
hkratni ohranitvi ustrezne umetniske komplcksnosti. Na primeru nove slovenske ope-
rete Spe&lz‘czjg Stradivarius, ki jo je na libreto Mateje Perpar napisal Miha Nahtigal, rezi-
ral pa Henrik Neubauer, analiziramo umertniski kompozicijski proces pisanja mladinske
operete skozi prizmo aplikativnc psihologije.

Kﬁuﬁne besede: sodobna opcra, opereta, kompozicija, aplikativna psihologija, mladi

Abstract: In an age ofdigital media and instant gratiﬁcation, complcx art seems to be be-
coming less and less attractive to young pcoplc, with many authors citing contemporary
opera as an example of such art. In this paper we focus on an attempt to address these
challenges through the search for and use of means that would ensure an increased in-
tensity of experience even for young and less musical]y skilled audiences, while at the
same time preserving an appropriate artistic Complcxity. Using the cxamplc of the new
Slovenian operetta Spedicz]’a Stradivarius, written by Miha Nahtigal to alibretto by Mate-
ja Perpar and directed by Henrik Neubauer, we analyse the artistic compositional pro-
cess ofwriting ayouth operetta through the prism ofapplied psychology.

Kéj)/ll/OVﬂIJ.‘ contcmporary opcra, opcrctta, composition, appllcd PSyChOlOgy, young pco-
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azprave o krizi sodobne opere poteckajo ze od leta 1960 (Askonas-
-Shepherd idr., 1986; Piso, 2013; Radu-Giurgiu, 2022). Kljub nara3-
¢ajo¢emu Stevilu novih glasbenih del $e Zivedih skladateljev operne
hise le-ta pogosto nerade vklju¢ujejo v svoje programe (Cancellieri in Turri-
ni, 2016; Radu-Giurgiu, 2022). Zanimanje javnosti za glasbene stvaritve 20. in
21. stoletja je majhno, vendar tudi skorajda ni opaziti spodbud k njihovemu
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raziskovanju (Radu-Giurgiu, 2021). Namesto tega operne hiSe po vsem svetu
svoje programe gradijo na majhnem naboru priljubljenih oper iz 18. in 19. sto-
letja. Ker sodobna dela mo¢no odstopajo od zgodnejsih, tradicionalnih moj-
strovin, ki uspejo zadovoljiti okus $irSega ob¢instva, njihova uvrstitev v sezono
predstavlja dolo¢eno tveganje (Cancellieri in Turrini, 2016). Poleg tega $tevilni
raziskovalci opozarjajo na staranje opernega ob¢instva (Radu-Giurgiu, 2022), v
druzbenem smislu mnoge moti »burZoazni« in elitisti¢ni znacaj opere (Shah-
ryar, 2019), za mlade pa pomemben dejavnik predstavlja tudi pomanjkanje in-
teresa med vrstniki ter (ne)poznavanje same umetniske zvrsti (Tajtakova in
Arias-Aranda, 2008; Cancellieri in Turrini, 2016).

Poleg institucionalne ambivalentnosti opernih hi§ do novih del razisko-
valci opazajo tudi ambivalentnost novih oper (in njihovih ustvarjalcev) do
ob¢instva. Ta se kaze npr. v nekak$nem predsodku do kategorij, kot so spo-
ro¢ilnost, identifikacija in uzitek (Berheide in Stebbins, 2021). Strah pred dolg-
¢asom je med $tudenti najpomembnejsi razlog, da ne obiskujejo opernih pred-
stav (Tajtakova in Arias-Aranda, 2008). Nezmoznost slediti pripovedi opere,
dojemanje vsebine zgodbe kot neprijetne ali neaktualne ter pomanjkanje zelje,
da bi se z njo poistovetili, medtem ko vam izvedba ne ponuja uZitka, je lahko
definicija dolgocasja.

Razlogi za upad zanimanja za sodobno glasbo so tako estetske kot tudi fi-
zi¢ne narave; raziskovalci omenjajo $irjenje estetskega spektra proti estetiki ne-
lepega in grdega s splosno vpeljavo disonanc (Lee, 2015) ter vpliv, ki ga ima le-to
na podro¢ja konceptualnih vidikov melodije, tem, jasnosti strukture morfo-
loskih enot, simetrije, konstrukcijskega ravnovesja itd., da funkcionirajo kot
mutacije, ki $kodujejo prijetnemu, preprostemu in enostavnemu glasbenemu
zaznavanju. V kombinaciji z namenom Sokirati ob¢instvo (Cancellieri in Tur-
rini, 2016) je moderna umetnost tako izgubila kvaliteto svoje zabavne kom-
ponente (Radu-Giurgiu, 2022). Vpliv televizije in kinematografije je ustvaril
precedens v pri¢akovanjih obé¢instva do umetnikov ter reziserjev. Ob¢instvo si
zeli, da bi ga o temah in problemih, s katerimi se lahko poistoveti, nagovorili
na pristen in iskren nadin, z izraznostjo interpretacije in s fraziranjem s ¢ustve-
nim u¢inkom. Skratka, ob¢instvo od opernih izvajalcev in same glasbe prica-
kuje osebnost in edinstvenost (Radu-Giurgiu, 2022).

V prispevku se ukvarjamo z iskanjem predlogov za re$evanje omenjene
problematike v smeri pribliZzevanja kompozicije potrebam sodobnega ob¢in-
stva ter njegovo vpeljavo v svet klasi¢ne glasbe, pri tem pa se bomo osredototili
na mlade. Kot izhodi$¢e bomo analizirali opereto Spedicija Stradivarius, ki jo
je ob so. obletnici glasbene $ole Logatec na libreto Mateje Perpar napisal avtor
prispevka, reziral pa Henrik Neubauer, z namenom vkljuditi mlade v ustvar-
jalni proces ter jih navdusiti nad glasbeno $olo in klasi¢no glasbo. Kompozi-
cijski proces pisanja operete bomo analizirali predvsem skozi funkcionalne
vidike glasbe, v smislu poslusal¢evega dozivetja in vplivov, ki naj bi jih posame-
zni kompozicijski pristopi imeli na le-to. Ceprav gre za enega klju¢nih vidikov
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glasbe kot ¢asovne umetnosti, se tak$en pristop v tradicionalni glasbeni anali-
zi, ki se osredotocda na elemente glasbenega stavka, do sedaj ni veliko uporabljal,
saj se dojemanje glasbe $e vedno povezuje predvsem s subjektivnim in individu-
alnim. S pomo¢jo zmogljivih digitalnih tehnologij, ki so odprle pot novim raz-
iskavam s podrogja aplikativne psihologije, pa menimo, da je znanost dosegla
pomemben premik v iskanju razlag tudi za ta vidik glasbene umetnosti.

Avtorji razli¢nih definicij operete le-to povezujejo z opero in glasbenim
gledali$¢em, govorjenim besedilom, s humorjem, z lahkotnostjo, romanti¢no
sentimentalnostjo in s plesom, izpostavljajo pa tudi njej zgodovinski kontekst
(Neubauer, 2008; Cambridge University Press, b. 1.; Encyclopedia Britannica,
b. L.a; Institut za slovenski jezik Frana Ramov$a ZRC SAZU, b. L.). Kot nasle-
dnika operete Neubauer (2008) omenja muzikal.

Gre torej za zgodovinsko zvrst, ki je dozivela svoj vzpon, viSek in zaton v
19. in v prvi polovici 20. stoletja, ali pa lahko opereta i§¢e svoje mesto tudi v so-
dobnosti? Spletni brskalnik Google pritrjuje prvi hipotezi, saj z njim ne uspe-
mo najti niti enega rezultata, ki bi vseboval besedno zvezo contemporary oper-
etta (angl.). Po drugi strani pa ohlapna definicija operete dopuséa fleksibilnost,
ki je po mnenju avtorja prispevka klju¢na lastnost neke zvrsti pri njeni pre-
novi in prilagoditvi potrebam modernega ob¢instva. Bower idr. (2013) opere-
te opisujejo kot »Zanr brez meja«, ki lahko ¢rpa znadilnosti iz Stevilnih dru-
gih Zanrov, ne da bi bistveno spremenil ton ali pristop. Poleg tega se opereta Ze
po svoji definiciji osredoto¢a na komponente, ki jim sodobna umetnost ne na-
menja pretirane pozornosti: razumljivost, lahkotnost in zabavo. Opereto smo
izbrali, ker menimo, da ima kot taka potencial, da postane vstopna to¢ka manj
izkuSenega obcinstva v svet klasi¢ne glasbe, preko »sodobne operete« pa bi
ob¢instvo lahko navdusili tudi za zahtevnejse in kompleksnejse glasbene zvr-
sti, kakr$na je sodobna opera.

METODE IN POTEK DELA

Danosti

Preden smo zaceli s pisanjem operete, smo se seznanili z danostmi, ki so zu-
naj obmoéja nasega vpliva, ter ustrezno prilagodili na¢rt. Opereto Spedici-
ja Stradivarius je narodila Glasbena $ola Logatec z namenom proslavitve so.
obletnice glasbene $ole. Med izrecnimi Zeljami naro¢nika je bila predstavitev
¢im Sirsih kapacitet glasbene Sole, med drugim uc¢encev inStrumentov in pe-
tja, u¢encev baleta, mladinskega godalnega orkestra Veris ter zunanjih sode-
lavcev, kot je simfoni¢ni orkester Cantabile. Z vsebinske plati je $lo v bistvu za
promocijo glasbene Sole; organizatorji so Zeleli, da opereta inspirativno vpliva
na mlado ob¢instvo, da ga spodbuja k poglobitvi v klasi¢no glasbo in k vpisu
v glasbeno $olo ter da to naredi na humoren in lahkoten naéin. Zeleli so tudi,
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da opereta odseva lokalne posebnosti Logatca, ki je bil v preteklosti npr. znan
po furmanstvu.
Zasedba, ki je bila na razpolago, je vsebovala:

— simfoni¢ni orkester Cantabile, sestavljen iz profesionalnih glasbeni-
kov in §tudentov glasbenih akademij ter amaterskih glasbenikov, ki so
zakljudili nizjo glasbeno $olo;

— godalni orkester Veris, sestavljen iz u¢encev glasbene $ole;

— balet, sestavljen iz u¢encev glasbene Sole;

— skupino pevskih solistov, sestavljeno iz Studentov glasbenih akademij
in ucencev glasbene $ole.

Za izbor otroskih pevskih solistov je na glasbeni Soli potekala avdicija.
Predlagana dolZina dela je bila 45 minut do ene ure. Tak$na dolZina je $e obvla-
dljiva za $olsko produkcijo, hkrati pa ni zahtevna za ob¢instvo.

Ciljna publika predstave so bili najprej starsi in sorodniki nastopajo¢ih ter
prebivalci Logatca in njegove okolice, ne glede na stopnjo svoje glasbene izo-
brazbe in odnos do klasi¢ne glasbe. Organizatorji so poleg odprte izvedbe na-
¢reovali tudi mladinsko matinejo, namenjeno osnovnim $olam, zato so bili po-
sebej izpostavljena ciljna publika otroci in mladi.

Snovanje koncepta

Libreto je napisala mladinska pisateljica Mateja Perpar. Zgodba govori o Nini-
ki, deklici, ki obozuje klasi¢no glasbo in si zeli igrati violino. Zelja jo pripelje
v konflikt s star§ema, posebej z o¢etom, ki je predstavljen v vlogi stereotipne-
ga materialista. Oc¢e in mama svojo zivljenjsko ideologijo povzameta z beseda-
mi »red in denar«. Nazadnje star$a popustita in Ninika dobi violino svojega
dedka, za katero se kmalu izkaze, da je delo goslarskega mojstra Stradivarija. Po
posvetu z uditeljem na glasbeni oli se o¢e odlo¢i, da bo violino prodal in inves-
tiral v svoje $pedicijsko podjetje. Niniko njegova odlo¢itev pahne v obup in se
o¢etu upre. Zgodba se zakljudi z oéetovim spoznanjem, da ima tudi umetnost
svojo vrednost in potencial, da razveseljuje in povezuje ljudi. Libreto se skladno
z operetnim znacajem konc¢a s humorjem: »Lih t'’ko pomembno, kot vozit kar-
jolo, je it' na koncerte v glasbeno Solo!«

Da bi bila glasba pristna in bi imela osebno noto, je skladatelj zgod-
bo najprej poskusil »prodati« samemu sebi. Raziskave kaZejo, da so notran-
ji (intrinzi¢ni) motivatorji, kot sta osebno zanimanje in radovednost, tesno
povezani z ustvarjalnostjo (Jaquith, 2011). Auger Pascale in Richard W. Wo-
odman (2016) navajata $tiri tipe intrinzi¢ne motivacije v povezavi z ustvarjal-
nostjo, od katerih izrazanje in strast uvr$¢ata med egocentri¢ne, misijo in pre-
danost pa med obrnjene proti drugim. S kreativnostjo je povezan tudi obéutek
ob¢udovanja in strahospostovanja oz. stanje, ko te nekaj »prevzame« (Zhang
idr., 2021). V tem oziru lahko tudi na strokoven naéin razlozimo »recepte« o
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uc¢inkovitosti umetniskih del, ki so nastala »ob mo¢nem navdihu« ali pa so
bila namenjena ljubljenim osebam. Ce glasbo razumemo tudi kot neke vrste
kodiran prenos skladateljevega inputa (logi¢nih vzorcev, misli, obéutij ... itd.)
na poslusalce, pa lahko predvidevamo, da bo glasba, ki je bila napisana z ve¢
notranje motivacije, osebnejsa in kreativnejsa ter bo imela temu primerno veé-
ji u¢inek na ob¢instvo.

Ninikin karakter je skladatelju zbudil asociacije na mnoge bliznje prija-
telje, mlade glasbenike, ki so na zacetku svoje profesionalne poti Se polni Zara,
sanj in idealizma ter verjamejo, da bodo neko¢ postali »svetovne zvezde.
Marsikateri izmed njih se soo¢a s finan¢nimi tezavami pri nakupu ali popravi-
lu in§trumenta, te pa lahko predstavljajo klju¢no oviro na njegovi poti. V ob-
dobju pisanja operete je avtor veliko razmisljal tudi o $ir§em smislu umetnosti
in njeni vrednosti za druzbo ter civilizacijo, z dilemo idealizma in preratun-
ljivosti pa se je ukvarjal v komorni operi Ognjena roza, ki je bila izvedena ne-
kaj mesecev pred premiero operete Spedicija Stradivarius. Posledi¢no je izobli-
koval osrednje glasbeno sporoc¢ilo zgodbe, ki se je ujemalo z njegovim lastnim
pogledom na svet ter se je z njim lahko poistovetil: dualizem med racionalnim,
»plehkim« in materialisti¢nim svetom, ki ga poganja zelja po dobicku, ter sa-
njavostjo, sofisticiranostjo, lepoto in idealizmom, ki jih najdemo v umetnosti.
Funkecija slednje je torej v tem, da na svetu skrbi za vse tisto, kar je ve¢ od gole-
ga prezivetja.

Tzvedba

Za pisanje operete smo imeli na voljo 10—11 mesecev. Otroski solisti so potrebo-
vali veliko ve¢ vaj kot simfoni¢ni orkester Cantabile. Zato smo morali najprej
v poenostavljeni obliki napisati vse pevske dele z izjemo »Finala«, ki smo ga
za potrebe zakljuc¢evanja glasbene forme napisali nazadnje. Potem smo napisali
orkestrsko razli¢ico »Uverture«, orkestrirali $e preostale pevske dele ter napi-
sali in orkestrirali »Finale«. Za in§trumentalne dele je bilo treba narediti tudi
klavirske izvlec¢ke.

Opereta Spedicija Stradivarius je bila izvedena v Sportni dvorani Loga-
tec (premiera 6. maja 2023 ob 19:30). Dvorana nudi prostor za 1.000 sedezev,
a nima dobre naravne akustike, zato je bilo treba uporabiti dovolj zmogljivo
opremo za ozvocenje. Z vidika uporabe kompozicijskih metod nam je to olajsa-
lo delo, saj smo lahko manj pozornosti posvetili iskanju pravih akusti¢nih raz-
merij med glasnostjo pevskih solistov in orkestra ter skrbi, da bi orkester prek-
ril soliste. Opereta je imela $tiri izvedbe, od tega dve matineji za osnovne Sole.
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KOMPOZICIJSKI PRISTOPI

Preplet razlicnib odyskib umetnosti

Umescanje razli¢nih odrskih umetnosti zahteva uporabo le-tem prilagojenih
kompozicijskih metod. Libreto operete je bil sestavljen iz pétih in igranih de-
lov, dodali smo $e in§trumentalne dele, orkestrske dele s solo violino, vkljudi-
ti pa je bilo treba tudi balet. Vkljuditev uc¢enk baleta je zahtevala odseke sta-
ti¢nega ritma. Arije in zbori so bili sestavljeni iz kitic ter refrenov, pri katerih
smo si prizadevali prekiniti monotonost ponavljanja s stopnjevanjem napeto-
sti in spreminjanjem in$trumentacije. Najprostejsi so bili in§trumentalni od-
seki, ki pa so ve¢inoma vsebovali solo violinisti¢ne ali pa baletne vlozke. Tudi
pri postavljanju zasedb smo sledili natelu ve¢kratne uporabe. Ce bi se kaksna
od zasedb v toku predstave pojavila le enkrat, bi pri ob¢instvu namre¢ to lah-
ko ustvarilo vtis tujka oz. presenecenja, z ve¢kratno pojavitvijo razli¢nih za-
sedb in njihovih kombinacij pa smo poskrbeli za obéutek zaokroZene ter pove-
zane glasbene forme.

Iz programa je razvidno, da se napetost v smislu koli¢ine dogajanja in $te-
vila oseb na odru stopnjuje proti sredini predstave, ko se blizamo proti koncu,
pa se zmanjsa, saj se znajdemo v intimnejsi situaciji, kjer se nasprotujoc¢a pog-
leda Ninike in njenega o¢eta neposredno soodita. V »Finalu«, ki se zgodi po
sre¢nem razpletu, smo poskrbeli za dramski visek, ko se v eni skladbi naenkrat
pojavijo vse zasedbe. Skladba se za¢ne z in§trumentalnim uvodom, sledi otro-
$ki zbor z medigro solo violine, nato pa deli besedila, ki jih posamezno poje-
jo Ninika, mama in oce ter se tudi vsebinsko nana$ajo na njihove osebnosti. V
drugi instrumentalni medigri na oder pridejo $e baletke.

V opereti imajo pomembno vlogo solisti¢ni violinski vlozki, ki predsta-
vljajo neke vrste rdeco nit. Solo violina se pojavi kar v devetih glasbenih de-
lih, kar je tri dele ve¢, kot je Stevilo delov s solo otroskim sopranom, ki ga poje
glavna junakinja, Ninika. Opereta ne vsebuje uglasbljenih recitativov, pojavlja-
jo pa se predigre in poigre, v katerih se ob glasbi dogaja tudi dramsko dogajanje.

Razmerje med amaterskim in profesionalnim

Strokovnjaki trdijo, da se ljudje o pridobivanju znanja najve¢ nau¢imo empirié¢-
no, iz lastnih izkusenj (Mencin, 2017). Soustvarjanje predstave torej u¢inkovi-
teje stimulira zanimanje mladih za klasi¢no glasbo kot bi ga zgolj njen ogled.
Poleg tega sodelovanje pri nastajanju operete pozitivno vpliva Se na vrsto dru-
gih kompetenc, kot so pismenost, ve¢jezi¢na komunikacija, matemati¢ne, teh-
ni¢ne, osebne, socialne, u¢ne, podjetniske kompetence in kompetence kul-
turne zavesti ter izrazanja, ter bi kot tako lahko predstavljalo pomemben del
splo$nega neformalnega izobrazevanja (Kovati¢, 2019).

Kot cilj smo si zadali vklju¢evanje u¢encev Glasbene $ole Logatec v ustvar-
jalni proces nastajanja operete Spedicija Stradivarius ob hkratni ohranitvi
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Slika

Zgradba operete glede na zastopanost razlicnih zasedb in instrumentalnibh
skupin [Prosimo, da nam posredujete izvirno tabelo ali pa sliko v vektorskem
formatu]

Naslov dela

“Uvertura”

“Zenska drzi 3 vogale pri hisi”

“Red in denar”

“Predigra violina”

“Violina (arija)”

“Otroci in Ninika
(Nam je pa vadenje...)”

“Solo violina”

“Arija za Stradivarija”

“Carobna glasba (V skrivni pisavi)”

“Z glasbenikom je najlepse biti par”

“Predigra Mozart”

“Moji stari vSe¢ je Mozart”

“Poigra Mozart”

“Na vse strani sveta”

“Znasla sem se na brezpotju
in v temi”

“Finale”

Prevladujoce instrumentalne skupine:

....... — Skupine so priblizno enakomerno zastopane,

....... — Prevladujejo pihala, trobila in tolkala,

....... — Prevladujejo godala

Zasedba:

....... — InStrumental, - — Solo tenor,

....... — Otroski zbor, ....... —»Narodnozabavne« baletke,
- — Solo otroski sopran, - — »Klasi¢ne« baletke,

n —Solo violina, ... —»Rap«

- — Solo sopran,
- — Solo bariton,
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Slika2
Razpon v skladbi »Violina« za otroski sopran
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videza profesionalne virtuoznosti, to pa je postal tudi eden klju¢nih vidikov
glasbenega dela, ki je pomembno vplival na izbiro kompozicijskih metod. Po-
leg vklju¢enosti je tak$na kombinacija mladim dala tudi ob¢utek pomembnos-
ti, saj so se lahko pocutili kot del ne¢esa zahtevnega in kompleksnega, kar pre-
sega sicer$njo raven njihovega umetniskega udejstvovanja v glasbeni $oli. Dobili
so priloZnost sodelovanja z bolj ve$¢imi umetniki, ki bi jim lahko predstavlja-
li zgled, to pa bi spodbudilo tudi njihovo u¢no motivacijo. Tezje notno gradi-
vo je predstavljalo izziv, ki pa so ga s pomo¢jo profesionalnih glasbenikov laz-
je premagali.

Raziskave so pokazale, da so tako glasbeniki kot neglasbeniki na zaho-
du pokazali ve¢jo u¢inkovitost pri pomnjenju tonalnih glasbenih zaporedij v
primerjavi z atonalnimi (Schulze idr., 2012). Zato se nam je zdelo smiselno,
da v opereti ve¢inoma uporabljamo tonalno in funkcionalno harmonijo. Pev-
ske linije otroskih glasov so morale biti enostavnejse in prilagojene razponu
posameznih pevcev. Ninikina tema v ariji »Violina« ima kljub temu velik raz-
pon, od c1 do f2, ki ga pevki na zacetku priprav nista zmogli odpeti, v desetih
mesecih vaj pa sta toliko napredovali, da sta ga na premieri lahko odpeli.

Ninikina tema v nadaljevanju vsebuje tudi kromati¢ne teréne modulacije
in poltonski postop, ki lahko prestavlja tezave pri intonaciji.

Da bi mladim olajsali proces pomnjenja in u¢enja, smo manjsi nabor grad-
nikov oz. odsekov z enakimi melodi¢no-harmonskimi (akordi¢nimi in inter-
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Slika 4

ILzseki iz skladb »Ninika in otroci«, »Carobna glasba«, »Z glasbenikom je
najlepse biti par«, »Znasla sem se na razpotju in temi<, sestavljeni iz istih
melodicno-harmonskib gradnikov, kot se nabajajo v skladbi »Violina«
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valnimi) zaporedji v isti tonaliteti uporabljali ve¢krat, v razli¢nih delih, kom-
binacijah in kontekstih. Ve¢ina tem v delih z otroskimi solisti je sestavljenih
iz tak$nih odsekov, ki med sabo funkcionirajo kot nekaksne lego kocke. Po-
leg pomo¢i izvajalcem je imela tak$na tehnika komponiranja tudi povezova-
len vpliv na formo celotnega dela ter je prispevala k njeni zaokroZenosti in ra-
zumljivosti.

Ins$trumentalno zasedbo sestavlja simfoni¢ni orkester »a due«. Orkester
smo lo¢ili na pihala, trobila in tolkala, ki jih igrajo profesionalni glasbeniki
in $tudenti srednjih ter visokosolskih glasbenih institucij iz simfoni¢nega or-
kestra Cantabile, ter godala, ki jih zastopajo ucenci Glasbene $ole Logatec s
profesionalnimi glasbeniki na prvih pultih. Taks$na razporeditev v prakti¢nem
smislu odseva tudi pri karakterizaciji oseb, saj sta vlogi Ninikinih star$ev, ki sta
namenjeni profesionalnim opernim pevcem, ved¢inoma intenzivno zastopani s
pihali in trobili (»Zenska dri 3 vogale pri hi$i«, »Red in denar«, »Moji stari
vied je Mozart«, »Na vse strani sveta«), vloga godal pa je v njih ve¢inoma spre-
mljevalna. Po drugi strani so dela s solo otroskim sopranom intenzivneje zasto-
pana v godalih (»Violina«, »Ninika in otroci«, »Carobna glasba«, »Znas-
la sem se na razpotju in v temi«). Ker so otroske pevske linije preprostejse, jih
mladinski godalni orkester lazje spremlja.

Zeleno sofisticiranost v godalno intenzivnih delih smo dosegli z upora-
bo solo violinskih vlozkov, pisanih za profesionalnega violinista — solista, in
pogostih harmonskih modulacij. Pri tutti godalnih delih pa smo uporabili
moznost divisi, kjer so (profesionalni) prvi pulti prevzeli tezje dele melodije.

Zaradi prilagoditve tezavnosti zmozZnostim ucencev glasbene $ole je prislo
tudi do nekaterih sprememb v kompozicijah, ki so se zgodile naknadno, med
procesom vaj. V delu »Z glasbenikom je najlepse biti par« smo vlogo ene iz-
med Ninikinih sester iz pevske pretvorili v dramsko. Besedilo, ki je bilo prvot-
no misljeno kot petje, je postalo nekaksen rap.

Identifikacija

Raziskave kaZzejo na pozitivno korelacijo med ob¢utki ugodja, ki jih dozivi-
mo ob poslusanju glasbe, in zmoznostjo le-te, da pri poslusalcu sprozi ¢ustve-
no vzburjenje (Salimpoor idr., 2009, Salimpoor idr., 2011). Identifikacija ne-
&esa je prepoznavanje, da to obstaja, je pomembno ali pa je res (Collins, b. L.).
Prepoznavanje pa je v psihologiji oblika pomnjenja, za katero je znacilen ob-
¢utek domacnosti ob ponovnem srecanju z neé¢im, kar smo ze doziveli (En-
cyclopedia Britannica, b. L.b). Za uspesno identifikacijo je torej treba ob¢instvu
omogoditi prepoznavanje in gradnjo asociacij v zvezi z glasbenimi elementi,
ki jih poslusa, nato pa ga spodbuditi k povezavi teh asociacij z aktualnimi in
osebno pomembnimi temami. Podobno kot v komorni operi Ognjena roza se
je skladatelj tudi pri opereti Spedicija Stradivarius posluzeval uporabe tehnik
surrealisti¢nega u¢inka in paralelne zgodbe. Pri surrealisticnem u¢inku gre za
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tehniko, ki idejno izhaja iz razlike med surrealisti¢no in sodobno abstraktno
likovno umetnostjo v dojemanju abstraktnega. V primeru sodobne abstrakt-
ne likovne umetnosti je gledalec Ze na prvi ravni opazovanja in razumevanja
umetnine prepus¢en lastni interpretaciji. Pri surrealizmu pa mu na prvi ravni
umetnik ponudi jasne asociacije na realisti¢ne elemente. Abstrakcija in inter-
pretacija prideta na vrsto na visji ravni, ko gledalec poskusa razumeti nenavad-
ne povezave in kontekst med elementi.

Koncept paralelne zgodbe se neposredno navezuje na koncept surrealisti¢-
nega u¢inka. Govori o tem, da na prvi (realisti¢ni) ravni predstavimo osnovno
zgodbo, na drugi (abstraktni) ravni pa s pomo¢jo asociacij to zgodbo razirimo,
jo povemo kot prispodobo in izpostavimo njen preneseni pomen.

Menimo, da ima taksen na¢in komponiranja potencial zadovoljiti potrebe
raznolikega ob¢instva. Jasna prva raven razumevanja namre¢ pomaga ljudem z
manj razvitimi sposobnostmi abstraktnega misljenja ali pa z manj izku$njami
oz. s slab$im znanjem s podro¢ja umetnosti ter jim ponuja trdno orientacijo.
Po drugi strani pa lahko zahtevnejsi poslusalci preusmerijo pozornost s prve na
vi$je ravni, k iskanju abstrakenih glasbenih sporo¢il preko povezav in konteks-
ta asociacij. Pri uveljavljanju obeh konceptov smo se velikokrat posluzevali ste-
reotipnih in simboli¢nih glasbenih primerov.

Na prvi ravni smo uporabili kompozicijske metode:

— Glasbeno slikanje in neposredna podpora zvo¢nih u¢inkov vizualnim
0z. dramskim u¢inkom; npr. napetost in pok, ko Ninika odpre kov-
ek z violino, ter violinski solo, ko jo vzame v roko ter si jo ogleduje;
ko Ninika v zgodbi igra na violino svojemu profesorju, tudi v glasbe-
ni spremljavi sli$imo violinski solo; hupanje in trobljenje tovornjaka v
skladbi »Na vse strani sveta« itd.

— Ustvarjanje ob¢utij oz. podpora glasbe ¢ustvenim elementom v zgodbi;
npr. z uporabo lahkotne in sofisticirane orkestracije, ki vsebuje veliko
»zvonckljajo¢ih« visokih tonov ter virtuoznih violinisti¢nih vlozkov
v odlomkih Ninikinega sanjarjenja in ob¢udovanja violine; hitrej$ih in
gibajocih tekstur ob vedrih ter veselih trenutkih in dolgih, stoje¢ih to-
nov ob zalostnih; pompoznih in ostrih trobilnih elementov v zvezi z
odlo¢nim in grobim o¢etovem karakterjem itd.

— Gradnja napetosti in razveza v frazah ter dalj$ih glasbenih enotah s
harmonskimi, orkestracijsko-teksturnimi, z melodi¢nimi, ritmi¢nimi
in v manj$i meri tudi barvnimi (angl. zimbre) sredstvi.

— Uporaba »leitmotivov« oz. melodi¢no-harmonskih, orkestracijsko-
-teksturnih in ritmi¢nih blokov, ki so do neke mere povezani z dolo-
¢enimi osebami (Ninika, o¢e, mati ...), stvarmi (violina) ali pa obéut-
ji (sanjavost, idealisti¢nost, grobost ...) v zgodbi ter oblikujejo formo.

— Neposredni citati in glasbeni elementi, ki ustvarjajo asociacije na $i-
roko prepoznane glasbene zvrsti klasi¢ne in popularne glasbe: klasici-
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Slika
Glasbena forma operete glede na pojav karakternib gradnikov

Naslov dela Karakterni gradniki

“Uvertura”

“Zenska drzi 3 vogale pri hisi” _ .....................................................

“Red in denar” I

“Predigra violina”

“Violina (arija)” ]
“Otroci in Ninika
(Nam je pa vadenje...)”

“Solo violina” ]
“Arija za Stradivarija” | i —
“Carobna glasba O

(V skrivni pisavi)”

“Z glasbenikom je najlepSe | tiuiiiiiiiiiiiiiiiiieeee e —

biti par”

“Predigra Mozart” R —
“Moji stari vet je Mozart” | |1 S |
“Poigra Mozart” Lo

“Na vse strani sveta” LT
“Znasla sem se na brezpotju | | NN

in v temi”

“Finale”

Karakterni gradniki:

m — Fanfarska zvocnost, - — »Narodnozabavna« zvocnost (polka),
....... — Vojaska koracnica s triolami, - — »Romanti¢na« zvocnost,

- — Vojaska kora¢nica, ... — Modalna harmonija,

m — Punktiran »pop« ritem (3+3+2), ... — »Blues/bigband« zvocnost

zem (Mozart), romantika (Wagner, Cajkovski), narodnozabavna glas-
ba oz. turbofolk, reference na pop/rock, reference na vojasko kora¢nico
in fanfare ...

Na drugi ravni smo se osredotoili na gradnjo dualizma med »racional-
nim, plehkim, neizprosnim in materialisti¢nim svetom«, ki v umetnosti ne
vidi prave vrednosti, a hkrati hlasta po intenzivnosti ob¢utij in uZzitkov, ter
»fantazijo, sanjavostjo, sofisticiranostjo, lepoto in idealizmom«, ki jih najde-
mo v umetnosti in jih le-ta prina$a v (racionalisti¢ni) svet. S tem je povezana
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tudi ena najizrazitejsih prispodob, ki jih lahko najdemo v zgodbi, prispodoba
otroka kot nekoga, ki se ima stik z naravo in lepoto, ko odraste, pa se mora od-
redi sanjam, fantaziji in umetnosti, da lahko (finanéno) prezivi. Ce se zeli vrni-
ti, mora v sebi spet prebuditi »notranjega otroka«.

Racionalen, materialistien in neizprosen svet, ki se ob zapostavljanju
umetnosti in vi§jih moralnih vrednot spogleduje tudi s totalitarno miselnostjo,
smo upodobili z uporabo ritmov vojaske kora¢nice, s fanfarami in trobilnimi
postopi v fortissimo dinamiki (»Zenska drzi 3 vogale pri hiSi«, »Red in de-
nar«, »Na vse strani sveta«). Na ta pol smo uvrstili tudi potro$nistvo, »pleh-
kost« ter hlastanje po uzitku in intenzivnih doZivetjih, ki smo jih predstavi-
li z glasbenimi elementi, ki asociaciirajo na komercialne in zabavne glasbene
zvrsti, kot so pop/rock, turbofolk oz. narodnozabavna glasba. Zgoraj omenje-
ni elementi v glasbenih delih operete prehajajo eden v drugega ali pa se vzpo-
redno nahajajo v istem delu. Tako imamo npr. melodijo s punktiranim ritmom
in z blues harmonijo, ki bi lahko spominjala na pop/rock pesem, a se nahaja v
kontekstu (agresivne, vojaske — lahko tudi wagnerijanske) fanarsko-trobilske
orkestracije, punktiran ritem pa se v nekem trenutku spremeni v narodnoza-
bavni ritem polke. Taksni odseki glasbe v libretu vsebujejo tudi veliko humor-
jain satire.

Nasprotni pol, »¢aroben«, fantazijski, sanjav, prefinjen in idealisti¢en
svet lepote in umetnosti, pa smo upodobili z elementi, ki spominjajo na tradi-
cionalno klasi¢no glasbo. Uporabili smo »barvita« harmonska zaporedja s po-
gostimi modulacijami in izmiki, ki ve¢inoma temeljijo na romanti¢nih terénih
zvezah. Orkestrska tekstura je kompleksna in sofisticirana, vsebuje virtuozne
violinske in druge solisti¢ne vlozke ter »bleS¢ede« okraske v visokem registru.
Z uporabo nekaterih citatov in asociacij na klasi¢na ter romanti¢na dela smo
zeleli prikazati stereotipi¢ne lastnosti klasi¢ne glasbe. Ob prvem prihodu kla-
si¢nih baletk smo uporabili temo, ki spominja na balete Cajkovskega in bi lah-
ko predstavljala urejenost, lahkotnost ter sofisticiranost. Uporabili smo tudi
nekatere harmonske postope, ki asociirajo na Wagnerjeva dela, npr. postop le-
itmotiva »Tarnhelm« iz tetralogije Nibelungov prstan, ki bi lahko predstavljal
¢arobnost, skrivnostnost ali pa dramati¢nost.

Kontrast med obema svetovoma se izraza tudi v koreografiji, kjer so balet-
ke razdeljene na »narodnozabavne« oz. »turbofolk« baletke v rde¢ih kostu-
mih, ki se pojavljajo pri melodijah, ki predstavljajo »materialisti¢ni« pol, ter
»klasi¢ne, bele baletke, ki zastopajo »umetniski« pol.

V dolo¢enih trenutkih se oba pola sre¢ata in prepleteta. Eden izmed
taksnih trenutkov je satiri¢na skladba »Moji stari vie¢ je Mozart«, ki je bila
napisana po idejni zasnovi libretistke Mateje Perpar. Tu se v delu z narodnoza-
bavnim karakterjem polke pojavi citat Mozartove Male nocne glasbe, ki se ob
svoji drugi pojavitvi celo spoji z narodnozabavno orkestracijo. Oba karakter-
ja se srecata tudi v skladbi »Otroci in Ninika«, kjer otroci, ki se jim v glasbe-
ni $oli ne ljubi vaditi, pojejo na (militaristi¢no) melodijo teme Ninikine mame,
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Ninika pa jim odgovarja z (idealisti¢no) temo iz svoje arije »Violina«. Verje-
tno najvedji slogovni kontrast znotraj enega dela lahko zasledimo v skladbi »Z
glasbenikom je najlepse biti par«, kjer pride do komi¢nega besednega spopada
med Niniko in njenima starej$ima sestrama, ki sta v zgodbi prikazani kot tipi¢-
ni »zafnani in plehki najstnici«. Med seboj kontrastne ritmi¢ne, melodi¢ne in
harmonske elemente ter orkestracijske teksture smo povezovali s tehnikami,
kot so poltonski ali celotonskimi postopi v eno smer, funkcionalna harmonska
zaporedja ter motivi¢na oz. tematska gradnja zaokroZene forme.

Razumljivost in ugitek

Raziskave kazejo, da v obdobju poznega otrostva in v adolescenci prihaja do
mnogih sprememb v mozganih, pri ¢emer je ena izmed posledic teh sprememb
tudi razvoj abstraktnega misljenja (Dumontheil, 2014). V tem oziru se zdi smi-
selno, ¢e so umetniska dela, ki so namenjena otrokom in mladim, manj ab-
straktna in laze razumljiva. Kot metodo kompromisa med abstraktnostjo in ra-
zumljivostjo smo pri komponiranju uporabili koncepta surrealisti¢nega u¢inka
ter paralelne zgodbe. Tudi abstraktna raven paralelne zgodbe ni tematsko zelo
Siroka, saj se v glavnem osredotoca na dva pola — materializem (svet) proti ide-
alizmu (umetnosti).

Raziskave s tehnologijo slikanja mozganov (angl. neuroimaging) so poka-
zale, da se $tevilna podrodja za obdelavo ¢ustev razli¢no odzivajo na konso-
nanéno in na disonanéno glasbo. Ce govorimo o ob¢utku ugodja oz. neugodja
pri poslusanje glasbe na ravni harmonije in kontrapunketa, je preferiranje koso-
nance pred disonanco edinstveno ¢loveski in $iroko razsirjen pojav (Dellache-
rie idr., 2011, Torres Agustin, 2024). Raziskave amuzikalnih oseb (oseb z amu-
zijo) so razkrile, da njegov vzrok ne izhaja iz akusti¢nega pojava utripanja tonov
(angl. beating), kot so sprva mislili, temve¢ glede na rezultate statisti¢nih ana-
liz temelji zlasti na podobnosti konsonan¢nih intervalov z alikvotnim nizom,
ki je prisoten v zvoku ¢loveskega glasu (Vrantsidis, 2014). Eden od verjetnih
vzrokov za $iroko razsirjeno preferiranje konsonanc je torej ¢lovesko preferira-
nje lastnega (¢loveskega) glasu (Schwartz idr., 2003; Bowling in Purves, 2015).
Po drugi strani je zvo¢na grobost povezana s stisko/z nevarnostjo in zato izzo-
ve obrambne vedenjske reakcije ter nevronske odzive, ki kazejo na averzijo (Di
Stefano idr., 2022).

K razumljivosti in logi¢ni urejenosti glasbenega dela lahko odlo¢ilno pri-
pomore forma. Stevilne raziskave so vzpostavile povezavo med predvidevanjem
glasbenega materiala in procesiranjem mozganskih sistemov nagrajevanja (Sa-
limpoor idr., 2015; Hansen idr., 2017). Pri tem sta senzibilizacija na anticipativ-
ne glasbene namige in natan¢nost napovedovanja/predstavljanja glavnih tem
bistvena za ulenje glasbe na podlagi nagrajevanja (Tsai, 2023). Proces sledenja
smiselni glasbeni formi torej pri poslusalcu sproza dopamin in ustvarja obcu-
tek ugodja. Raziskovalci menijo, da je glasba tako najprijetnejsa takrat, ko moz-
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gani na negotov nacin pravilno predvidijo glasbeno strukturo, kot tudi takrat,
ko poslusalec z gotovostjo pri¢akuje dolo¢eno nadaljevanje, a pride do presene-
¢enja (Gold idr., 2023). Zanimiva glasbena struktura je torej lahko nekoliko ne-
predvidljiva oz. dvoumna. Poslusanje taksne glasbe predstavlja u¢ni izziv, saj iz-
kori$¢a temeljno teznjo mozganov, da napovedujejo in se na rahla odstopanja
odzivajo z napakami pri napovedovanju, tako v primarnih senzori¢nih obmo-
¢jih kot v dopaminskih nevronih v srednjih mozganih. Te rahlo nepri¢akovane
dogodke zaznavamo kot prijetne, ker predstavljajo priloznost za u¢enje. Moz-
gani pa nagrajujejo nase vklju¢evanje v tovrstne drazljaje, ker na ta nacin izbolj-
$ujejo naso prilagodljivost in s tem prezivetje (Gebauer idr., 2012). Da v glasbi
lahko pride do taks$nega u¢inka presenecenja, pa je klju¢no, da si je pred tem
poslusalec sploh ustvaril pricakovanje — da se je torej v skladbi uspel orientira-
ti in ga je glasba dovolj dolgo vodila v smer, ki jo je uspel prepoznati in bil zmo-
zen napovedovati njeno nadaljevanje.

Eden klju¢nih pripomockov pri dojemanju glasbene forme je spomin. Za
kakovostno zapomnitev in priklic informacij so pomembne jasne ter stabil-
ne sidrne ideje, okoli katerih organiziramo nove vsebine (Marenti¢ Pozarnik,
2008). Slusne informacije se ohranijo v senzornem oz. zaznavnem spominu do
stiri sekunde, vidne pa le priblizno ¢éetrtino sekunde (Rucheton, 2015). Iz tega
lahko sklepamo, da ¢e Zelimo, da poslu$alec uzavesti npr. spremembo orkestra-
cijske teksture, bi bilo dobro, da ta traja vsaj $tiri sekunde ali dlje. Po drugi stra-
ni pa lahko krajsi glasbeni motivi, ki jih je takoj treba sprocesirati v celoti, ¢a-
sovno spadajo v §tirisekundno oz. kraj$e obdobje.

Ze eden prvih raziskovalcev spomina, Herman Ebbinghaus, je pri uspes-
nosti pomnjenja poudaril pomen asociativnih povezav in izkusenj iz preteklo-
sti (Yuan idr., 2006). Bartlett je predpostavljal, da na zapomnitev novega zna-
nja vplivajo obstojece znanje ter ¢lovekova pricakovanja in stali$¢a, teznja po
smislu in lastne izku$nje (Marenti¢ Pozarnik, 2008). Na kakovost spomina
vplivajo ¢ustva, povezanost med spominskimi zapisi in ¢ustvi pa je utemeljena
z zgradbo ter delovanjem Zivéevja. Prevelika stopnja napetosti, ki jo povzrocajo
frustracija, bole¢ina in druga negativna ¢ustva, zavira tvorbo nevrotransmiter-
jev ter tako blokira zapomnitev in priklic informacij, spro$¢enost in primerna
stopnja pozitivne napetosti pa, nasprotno, spodbujata delovanje spomina (Ma-
renti¢ PoZzarnik, 2008).

Iz tega sledi, da bi lahko prekompleksna zvo¢nost s prehitrimi spremem-
bami strukture in z nejasno formo pri neizkusenem poslusalcu povzrodila fru-
stracijo, informacijsko zmedo in ob¢utek nemoci. Enako velja za zvo¢nost, ki
bi povzro¢ala mo¢na negativna ¢ustva ali pa celo fizi¢no bole¢ino (pretirana
glasnost, dolgotrajne ekstremno disonanéne harmonije in ostre frekvence, vre-
$¢anje, hrup ...).

Aktivno vklju¢evanje mozganskih sistemov nagrajevanja je namrec tis-
to, zaradi ¢esar nam je prijetna izkudnja »vSeé¢« (Gebauer idr., 2012), posledi¢-
no pa bomo taksno izkusnjo zeleli ponoviti. Ce ob poslusanju glasbe pride do
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dopaminskega nagrajevanja, to spodbuja glasbeni spomin, posledi¢no pa laj-
$a razumevanje glasbene forme, kar povzrodi $e ve¢ dopaminskega nagrajeva-
nja (Ferreri idr., 2021; Ferreri in Rodriguez-Fornells, 2022). Tak$no skladbo si
bomo torej tudi lazje zapomnili.

Ce Zelimo doseti, da bo ob poslusanju nase glasbe ¢im $irsa publika imela
dobre obcutke, se torej zdita smiselni uporaba razumljive in jasno strukturira-
ne forme, ki niha med predvidljivostjo in glasbenimi preseneceniji, ter zadostna
zastopanost kosonan¢nih intervalov in harmonij. Pri tem je smiselno iskati
pravo razmerje med orientacijo na podlagi znanega in u¢enjem preko novega.

Forma Spedicije Stradivarius je sestavljena iz nekaterih pomembnejiih
tem (slika 6: leva stran razpredelnice), ki so nosilke glasbenih del, ter melodi¢-
no-harmonskih gradnikov (slika 6: desna stran razpredelnice), ki lahko vsebu-
jejo dele teh tem in se med predstavo veckrat ponovijo. Na ta nadin gradniki
zagotavljajo povezanost forme in glasbeno smer, njihovo pojavljanje v razli¢nih
kontekstih pa predstavlja elemente presenecenja. Da bi utrdili spomin, se grad-
niki z istim tematskim materialom pogosto nahajajo tudi ¢asovno eden blizu
drugega. Konci osmih del se zakljudijo s podobno kadenco, kar med sicer raz-
li¢nimi deli ustvarja ob¢utek povezanosti in sorodnosti.

Med temami »pola umetnosti« (Solo violina, Ninika) in temami »mate-
rialisti¢nega pola« (Zenska, Mozart in Spedicija) se pri medsebojnem soo&e-
nju tako reko¢ do konca predstave gradi kontrast, nato pa se pola do neke mere
povezana pojavita skupaj v »Finalu«.

Materiali, ki se pojavljajo v obeh svetovih in delujejo kot vezivno tkivo
med njima, so Wagnerjanski kromati¢ni postop, ki bi lahko predstavljal skriv-
nostnost in dramati¢nost, tema Spedicije ter Red in denar. Medtem ko ima
prvi ves ¢as podobno instrumentacijo (rogovi, trobila), pa imata zadnja dva, ko
se pojavita »na polu umetnosti«, povsem spremenjen karakter.

Za razliko od libreta, v katerem se zgodba konca s premirjem in spravo
med razli¢nimi okusi in glasbenimi zvrstmi, je zmagovalec v »Finalu« tema
solo violine. Prvotno instrumentalna tema se pojavi z besedilom v tutti razli¢i-
ci in se razvije v slovesen konec. Na ta na¢in smo na prvi ravni paralelne zgod-
be Zzeleli pokazati veselje ob tem, da je Ninika na koncu lahko obdrzala svo-
jo violino, na drugi ravni pa moralno zmago umetnosti nad materializmom,
ki jo je umetnost dosegla s priznanjem svoje veljave s strani Ninikinega oceta
in z njegovo spremembo odnosa do umetnosti ter klasi¢ne glasbe. Ce gledamo
retrospektivno, glede na to, da je solo violina skozi celotno predstavo napove-
dovala zadnjo temo sprave in sre¢nega razpleta, pa bi jo lahko razumeli tudi v
prispodobi umetnosti, »ki povezuje razli¢ne ljudi in sklepa prijateljstva«, kot
se v libretu izrazi Ninika.
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Slika 6
Glasbena forma operete glede na pojav melodicno-harmonskib gradnikov

Naslov dela Malodi¢no-harmonski gradniki

“Uvertura”

“Zenska drzi 3 vogale
pri hisi”

.........................................

“Predigra violina” It aes eaeeneaaes

“Otroci in Ninika
(Nam je pa vadenje...)”

“Solo violina”

“Arija za Stradivarija” | ot K

“Carobna glasba _ ......................................................... K

(V skrivni pisavi)”

“Z glasbenikom je najlepse _ ............................... _

biti par”

“Predigra Mozart” ... ]
“Poigra Mozart” | e T TPy

“Na vse strani sveta”

“Znasla sem se na brezpotju
in v temi”

“Finale”

Leva stran: prevladujoca tema v delu, desna stran: melodi¢no-harmonski gradniki oz. glasbeni
materiali, ki se pojavijo v delu. Z belo barvo so oznaceni materiali, ki so znacilni za eno od skladb,
a se ne pojavljajo v drugih.

- - Fanfare, . — Horn kvinte,

I - Siovesnost (sus 4 akord), ko — Wagnerjanski kromati¢ni postop,
....... — Red in denar, - — Ninika fantazira,

- — Zabava (blues harmonija), - — Ninika in violina,

n — Spedicija, m — Solo violina,

- — Romanti¢ne baletke, ... — Zenska (kitica),

- — Narodnozabavni Mozart, - — Zenska in prah (refren),

....... — citat Mala no¢na glasba, K — ii-IV-I kadenca, ki se prvi¢ konca na III

0z. D, drugi¢ pana T.
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ZAKLJUCKI

Nekatere izmed najve¢jih kritik, ki sta jih delezni sodobna umetnost 20. in
21. stoletja na splo$no in sodobna opera specifi¢no, se nanasajo na njuno (pre)
kompleksnost in posledi¢no nezmoznost pritegniti interes $irSega ob¢instva.
Medtem ko so komponente, kot so abstraktnost, inovativnost in iskanje no-
vega, v sodobnih umetniskih krogih redno zastopane in cenjene, pa je veli-
ko manj pozornosti namenjeno komponentam, kot sta razumljivost in uzitek.
V prispevku smo analizirali kompozicijski proces pisanja mladinske operete
Spedifija Stradivarius, pri katerem smo se osredoto¢ili na uporabo tehnik, ki
bi glasbo lahko naredile privla¢nejso mlademu in glasbeno manj podkovane-
mu ob¢instvu predvsem v smislu intenzivnejSega doZivetja ob poslusanju. S po-
mocjo izsledkov raziskav s podro¢ja aplikativne psihologije smo ugotovili, da
bo Ze sam proces pisanja glasbenega dela kreativnejsi, ¢e bo skladatelj intrin-
zi¢no motiviran in izpostavljen drazljajem, ki mu bodo povzro¢ili ob¢utek ¢u-
stvene prevzetosti. Ker se ob¢instvo lazje poistoveti s sebi podobnimi akterji,
najve¢ znanja pa dobimo empiri¢no, iz lastnih izku$enj, smo mlade in ama-
terske glasbenike vkljuc¢ili Ze v ustvarjalni proces nastajanja operete. Pri izbiri
ustreznih kompozicijskih metod smo morali paziti na smiselno razmerje med
profesionalnim in amaterskim ter hkrati ohraniti videz profesionalne virtuo-
znosti. Interaktivnost in $irino operetne glasbene forme smo izkoristili kot te-
melj za zdruzitev in preplet razli¢nih odrskih umetnosti (opera, balet, ples,
dramska igra in simfoni¢na glasba). Mozganski sistem dopaminskega nagraje-
vanja, ki lahko povzrodi, da ob poslusanju glasbe uZivamo, je v veliki meri od-
visen od sposobnosti na$ega razumevanja glasbene forme in zmozZnosti napo-
vedovanja njenega nadaljevanja ter ucenja, ki nastane ob deviacijah. Zato smo
se osredoto¢ili na nacine, kako narediti glasbeno formo dovolj jasno in hkrati
ne povsem predvidljivo. Nekateri pogosto uporabljeni estetski prijemi sodobne
kompozicije, kot je npr. naértno izogibanje kosonancam na podlagi preloma s
tradicijo, so se v tem oziru izkazali za nesmiselne, saj ljudje na splo$no preferi-
rajo kosonance pred disonancami, pretirana uporaba disonanc in ostrih zvoé-
nih u¢inkov pa lahko povzrodi neprijetne obcutke, posledi¢no pa vpliva tudi
na (slabsi) glasbeni spomin in (tezje) sledenje glasbeni formi. Za boljso identi-
fikacijo ob¢instva smo uporabili glasbene asociacije, ki so v slovenskem kultur-
nem prostoru $iroko razdirjene (navezave na vojasko kora¢nico, klasi¢ni in ro-
manti¢ni slog, pop, blues, narodnozabavna glasba oz. turbofolk...) ter lahko
tudi vsebinsko razsirijo pomen zgodbe. S ciljem priblizati klasi¢no glasbo ¢im
$ir8i publiki ob hkratni ohranitvi ustrezne umetniske kompleksnosti smo upo-
rabili pristopa, ki smo ju poimenovali surrealisti¢ni u¢inek in paralelna zgod-
ba. Pristopa temeljita na uporabi jasnih asociacij za lahko razumljive draZljaje,
ki Ze podzavestno omogocajo orientacijo v glasbeni formi, ter abstrakenejsih
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sporoéil, ki gradijo paralelno zgodbo v smislu zavestnega iskanja (nenavadne-
ga) konteksta teh asociacij in povezav med njimi.

Umetnost in znanost ve¢inoma dojemamo kot lo¢eni disciplini, pri ¢emer
umetnost navadno povezujemo s subjektivnostjo, znanost pa z objektivnostjo.
Sodobna tehnologija pa nam omogo¢a znanstvena dognanja tudi o stvareh, ki
so Se nedolgo tega veljale za preabstraktne, da bi o njih lahko govorili v zna-
nosti. S prispevkom Zelimo spodbuditi nadaljevanje raziskovanja v smeri vlo-
ge aplikativne psihologije v sodobni umetnosti in klasi¢ni glasbi ter iskanja
objektivnih odgovorov na vprasanje, zakaj je neka glasba uspesnejsa od druge.
Hkrati prispevek predstavlja poskus racionalisti¢nega seciranja subjektivnega
umetniskega procesa, kakrs$en je pisanje skladbe. Zavedamo se, da gre za temo,
ki je predvsem z umetniskega stali$¢a provokativna, lahko celo tabu. Uporaba
aplikativne psihologije v marketingu, ekonomiji, politiki, pedagogiki in zabav-
ni industriji odpira mnoga eti¢na vpra$anja, tudi v smislu zavajanja in mani-
puliranja z ljudmi. Je tak$na uporaba v umetnosti predvsem cenen in moral-
no sporen nacin ali gre lahko za u¢inkovito, novo izrazno orodje, primerljivo z
uporabo razgirjenih tehnik igranja in vpeljavo novih instrumentov? Ce umet-
nost dojemamo predvsem kot izraz, bi lahko s pomo¢jo znanj s podrogja apli-
kativne psihologije umetniki ojacali svoj izraz in izpovedno mo¢? Nenazadnje,
lahko pri tem posezemo tudi po drugih orodjih, ki jih uporablja aplikativna
psihologija — npr. po uporabi podatkovnega rudarjenja za profiliranje »ume-
tniskih potreb« tipi¢nega poslusalca?

S prispevkom Zelimo spodbuditi osredoto¢enost opernih ustvarjalcev na
potrebe mladega in glasbeno neizkusenega poslusalca ter ponuditi nekatere
prakti¢ne pristope. Upamo, da bo prispevek spodbuda k nadaljnjemu razisko-
vanju v tej smeri ter h gradnji mostov med sodobno umetnostjo in sodobnim
ob¢instvom ter med znanostjo in umetnostjo.
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Some of the biggest criticisms of twentieth and twenty—ﬁrst century contemporaryartin
general, and contemporary opera in particular, have been about their (over) complexity
and consequent inability to attract the interest of a wider audience. While components
such as abstraction, innovation and the search for the new are regularly represented and
appreciated in contemporary artistic circles, much less attention is paid to components
such as comprehensibility and enjoyment. In chis paper, we have analysed the composi-
tional process of writing the youth Slovenian operetta Spedicija Stradivarius, composed
by Miha Nahtigal to a libretto by Mateja Perpar and directed by Dr Henrik Neubauer,
focusing on the use oftechniques that could make music more appealing toayoung and
less musically proﬁcient audience, especially in terms of a more intense listening experi-
ence. Drawing onrescarch in the field of applied psychology, we have found that the very
process of writing a picce of music will be more creative if the composer is intrinsically
motivated and exposed to stimuli that make him or her feel awe. Since itis easier for audi-
ences to identify with similar actors, and most knowledge is gained empirically, from our
own experience, we have involved young and amateur musicians in the creative process
of creating the operetta. In choosing the appropriate compositional methods, we had
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to keep a sensible balance between the professional and the amateur, while at the same
time maintaining a semblance ol‘professional virtuosity. The interactivity and breadth
of the operetta’s musical form was used as a basis for fusion and interplay of different
performing arts (opera, ballet, dance, drama and symphonic music). The brain's dopa-
mine reward system, which can cause us to enjoy listening to music, is largely depend-
ent on our ability to understand the musical form and to predict its continuation, and
the learning that occurs when deviations occur. We have therefore focused on ways to
make musical form both sufﬁciently clearand not entirely predictable. Some commonly
used aesthetic devicesin contemporary composition, such as the deliberate avoidance of
consonances on the basis of a break wich tradition, have proven to be pointless in this re-
spect, since people generally prefer consonances to dissonances, and the overuse of dis-
sonances and harsh sound effects can lead to unpleasant sensations, with consequent cf-
fects on (poorer) musical memory and (harder) following of musical form. To achieve
better identification of the audience, we used musical associations that are widespread
in the Slovenian cultural space (references to military marching band, classical and ro-
mantic style, pop, blues, Oberkrainer music or turbofolk, ctc.) and can also broaden the
meaning of the story. With the aim of bringing classical music to as wide an audience as
possible, while maintaining the appropriate artistic Complexity, we have used approach~
es we have called the surrealist effectand the parallel story. The approaches are based on
the use of clear associations for easily understandable stimuli that already subconscious-
ly allow orientation in the musical form, and more abstract messages that build a paral—
lel story in the sense of a conscious search for the (unusual) context of these associations
and the connections between them.
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THE CAPACITY OF YOUTH OPERA TO ENHANCE
THE EMOTIONAL SKILLS OF YOUNGER ADOLESCENTS
POTENCIAL MLADINSKE OPERE ZA RAZVIJANJE CUSTVENE
KOMPETENTNOSTI PRI MLAJSIH MLADOSTNIKIH
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LiaKatarina. KompanErzar@tcof.uni-lj.si
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Abstract: The study examines the impact of the youth opera Kekec in skrat Skovik on
children’s emotional competence through engagement with musical and pcrforming
arts. Observations indicate that children demonstrated strong cmpathy for the charac-
ters, particularly in scenes of conflict resolution againsta villain. Participants noted the
quality of the pcrformancc, including vocal clarity, tunefulness, and rhythmic precision,
highiighting their capacity for critical apprcciation of the arts. Additionaiiy, children
exhibited a keen awareness ofinappropriatc behaviour in the auditorium and activciy
cngagcd with the opcra's undcrlying messages, criticaliy cvaluating characters’ actions.
Our research shows that children and adolescents enjoy aesthetic experiences.
Keywords: youth opera, emotional competence, younger adolescents, well-being

Izvlecek: Raziskava preucuje custvene odzive mlajsih mladostnikov na opero Kekec in
Skrat Skovik skozi osebno vkljuccnost v komplcksno glasbcno in glcdaliéko umetnost.
Rezultati so pokazali, da so udelezenci izrazili mo¢no empatijo do likov, zlasti v prizo-
rih resevanja konfliktov proti zlikovcu (Bedancu). Udelezenci so opazili kakovost prcd—
stave, Vkljucno s Cistostjo glasu, z mclodicnostjo in ritmic¢no natancnostjo, kar poudarja
njihovo sposobnost kriticncga ocenjevanja umetnosti. Poicg tega so pokazaii dobro za-
vccianjc neprimernega obnaéanja med ob¢instvom in se aktivno angaiiraii na podlagi
osnovnih sporocii opere, kriti¢no occnjcvali dcjanja likov. Pricujoca raziskava poudarja
pomcmbnost umetniskih izkuécnj pri obiikovanju ¢ustvenih odzivov otrok in spodbu»
janju cclostncga razumevanja sebe.

K/jufvne besede: mladinska opera, custvene kompctcncc, miajéi mladostniki,
biagostanchNTRODUCTION

rtistic opera production for children is becoming increasingly appre-
ciated and researched and is an indispensable form of activity that
supports the well-being, creativity, and development of children.
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Among many musical genres, it is opera that can interest a child not only
in the art of sounds, but also in the twists and turns of the plot, dramatic play,
dance, and decoration. However, an indifferent or negative attitude towards
musical theatre often develops under the influence of certain psychological fa-
ctors, among which the conventionality of expressing the feelings and relation-
ships of the heroes plays an important role. The same applies to young specta-
tors (Kuzmina, 2022, p. 424).

The meaning and value of youth opera performance for spectators and yo-
ung participants is gaining public appreciation and scientific confirmation. In
the work of Fredrick Burrack and Carla Maltas (2006), the authors highlight
the research demonstrating the need for children to participate in performing,
hearing, and observing genres of music to improve their skills in analysis, eva-
luation, and perception (Burrack & Maltas, 2006): ‘Research about participa-
tion in the arts as a child and preference for opera have indicated that children
should be provided with experiences viewing live performances to become
adult patrons and audience members’ (Burrack & Maltas, 2006, p. 82). The
benefits of being involved in performing and listening to opera works spreads
far beyond mere enjoyment and is now also visible on the level of brain deve-
lopment, since from the Polyvagal theory developed by S. Porges, it is known
that higher brain functions, such as learning, communication and attention,
are dependent on how well we are able to process incoming information at the
sensory and motor levels (Porges, 2022). Involvement in complex music theat-
re is thus one of the most promising environments (except nature) that promo-
tes those processes.

Based on these findings, we decided to use the example of a new opera for
children, Kekec in $krat Skovik by the contemporary Slovenian composer To-
maz Habe, to investigate which elements of youth opera appeal most strongly
to youngaudiences and how young listeners perceive opera. The Slovenian ope-
ra Kekec in Skrat Skovik is intended for children aged s to 15 attending primary
school and as a work in which the children also perform.

DEFINITION AND KEY FEATURES OF YOUTH OPERA

Youth opera, or music theatre designed for children and adolescents, repre-
sents a specialized genre that engages young audiences through the integration
of music and narrative. This art form is characterized by performances orche-
strated by either professional or amateur adult performers, specifically tailo-
red for children and their accompanying adults, as well as productions in whi-
ch children themselves perform, aiming to captivate both their peers and adult
spectators (Pantouvaki, 2012).

In examining the foundational components of youth opera, Jayakumar
(2020) identifies three pivotal elements: relevance, appeal, and comprehension.
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Relevance refers to the thematic and contextual significance of the opera's con-
tent to the experiences and realities of young audiences, thereby fostering a
sense of connection and understanding. Appeal encompasses the aesthetic and
emotional aspects that attract children to the performance, including enga-
ging melodies, vibrant staging, and relatable characters (Brdnik Juhart et al.,
2023). Comprehension underscores the necessity for clarity in narrative and
musical elements, ensuring that the young audience can easily grasp the story
and its underlying messages (Brdnik Juhart & Sicherl Kafol 2021).

Moreover, Zadnik et al. (2023) emphasize the importance of developmen-
tal alignment between the narrative and musical content of youth operas. This
alignment is crucial for fostering cognitive and emotional engagement, as it
ensures that the complexity of the themes and the sophistication of the musical
elements correspond to the developmental stages of the audience (Lin, 2019).
The integration of age-appropriate content not only enhances enjoyment but
also facilitates deeper learning and personal growth among young listeners.

Youth opera serves as a dynamic and impactful medium that not only en-
tertains but also educates and resonates with young audiences, highlighting
the importance of relevance, appeal, and comprehension in its artistic executi-
on. The continued exploration of these elements is essential for the evolution
and efficacy of youth opera as a vital component of children's arts education.

BENEFITS OF YOUTH OPERAS

Youth operas offer a multifaceted array of psychological benefits that can signi-
ficantly contribute to the development of children and adolescents. These be-
nefits can be categorized into four primary domains: physical, emotional, co-
gnitive, and social (Savage, 2021).

Participating in youth operas provides a unique opportunity for the en-
hancement of vocal and dancing skills, particularly when individuals are acti-
vely involved in the performance. Research indicates that engaging in musi-
cal and theatrical activities promotes fine motor skills, coordination, and body
awareness (Stevens, 2018). The physical demands of singing, acting, and dan-
cing in a performance context encourage participants to develop greater con-
trol over their bodies and voices, fostering not only technical proficiency but
also overall physical fitness.

Youth operas create a supportive environment that facilitates emotio-
nal expression. This is crucial during the formative years, as children and ado-
lescents often grapple with complex feelings and experiences. According to
Cohen (2019), the arts serve as a valuable outlet for emotions, allowing young
participants to explore and articulate their feelings in a constructive manner
(Levitin, 2013). The act of embodying characters and narratives can help
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individuals process their own emotional landscapes, fostering resilience and
emotional intelligence.

Engagement with youth operas stimulates cognitive development by ig-
niting curiosity and encouraging creativity. The complexity of operatic nar-
ratives and the richness of musical composition challenge young audiences to
think critically and imaginatively. Research by Dullea (2019) suggests that par-
ticipation in the arts enhances cognitive flexibility and problem-solving skills,
as children learn to navigate the intricate interplay of story, character, and mu-
sic. This creative engagement not only supports cognitive development but also
nurtures a lifelong love for the arts.

Youth operas also play a significant role in enhancing social skills, iden-
tity exploration, and inclusivity. Collaborative performance fosters a sense of
belonging and community among participants, as they work together toward
a common goal. According to Vygotsky’s (1978) social development theory,
social interaction is fundamental to cognitive development, and collaborati-
ve artistic endeavours provide rich contexts for peer engagement. Furthermo-
re, participation in youth operas encourages exploration of diverse identities
and perspectives, promoting empathy and cultural understanding among you-
ngindividuals (Burrack & Matlas, 2006; Denac, 2002).

These benefits underscore the importance of integrating youth opera into
educational and community settings, as they contribute significantly to the
holistic development of young individuals (Kovadi¢, 2019). Further research
and practice in this area are essential to fully realize the transformative poten-
tial of youth operas in fostering well-rounded, emotionally resilient, and soci-
ally engaged future generations.

THE DESCRIPTION OF THE OPERA KEKEC IN SKRAT SKOVIK

The youth opera Kekec in $krat Skovik was created by composer Tomaz Habe
and librettist Milan Dekleva. The story takes place at the time of the winter
solstice, when, according to the beliefs of our ancient peoples, the cycle of life
ends, and a new one begins. The villagers celebrate this miraculous turn of na-
ture, which works in perfect harmony and balance. People should follow and
respect this transformation of nature. The story follows the original idea, but it
has been modernized. We have the mischievous Kekec who helps everyone, the
blind Mojca who hopes for a cure for blindness, and the clumsy and cowardly
Rozle. At the centre of the action is the Bedanec, who scares the children, ki-
dnaps Mojca and has no respect for nature. He believes that the girl will be sa-
ved by Kosobrin, and that he himself will be able to get his hands on the he-
aling eye drops. He would make a fortune from them and invest the money
in a Swiss bank. Here we see the corrupt mentality of today's mad world, but
also the loneliness of this impoverished man. His opposite is Kosobrin, who is
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loved by everyone; he lives in nature and believes that nature heals. Kekec fol-
lows his heart and, disguised as the elf Skovik, scares the Bedanec into retre-
ating. The story is left open, so we do not find out if he really leaves the villa-
ge or if he stays.

The music in the opera is based on contemporary musical practices but is
accessible and suitable for young audiences. The composer has combined ope-
ratic elements with folk tunes and elements of the musical, bringing them clo-
ser to today's children.

Based on the theoretical backgrounds we formulated the following two
research questions:

RQ1: What are the elements of youth opera (YO) that promote high attenti-
veness (curiosity and interest), emotional captivation, identification and
empathizing?

RQ2: Do children have the ability to recognize musical aesthetics, defined as
the structural and emotional qualities that contribute to a composition's
perceived beauty and appeal?

METHODOLOGY

In our study we will present the musical characteristics of the work and the de-
pth of experience it offers to children and adults. We used qualitative and qu-
antitative data. First, we observed the immediate response to the opera Kekec
during a live public performance of the opera in a cultural centre in Ljublja-
na. After the performance we gave teachers questionnaires and instructions on
how to apply them with children in the following week. Children gave their
feedback through drawings and responses to a simple questionnaire, and tea-
chers gave feedback by answering the survey as well.

PARTICIPANTS

In our study 77 primary school children from 3 schools were included. We in-
cluded two different primary schools, one urban and one suburban, and one
music school. The age of children was from 9 to 14 years. We got complete re-
sponses from 3 music teachers, one from each school.

RESEARCH DESIGN

First, we observed the children’s behaviour during the performance and cre-
ated anecdotical records where we were mostly focused on the children’s
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involvement, the emotional atmosphere in the hall and the presence of bore-
dom, chatter, anxiety and other signs of children’s behaviour that could help us
understand if the operatic work managed to grasp the children’s attention and
allowed identification with the characters on the stage. The focus was on un-
derstanding if the power of the work was strong enough to emotionally touch
children and trigger their curiosity and identification.

The second part of the data gathering was held in the schools, during
music lessons held by teachers who accompanied children at the performan-
ce. Approximately one week after the performance, the children were asked to
draw a picture and answer some simple open questions about the performance.

The third part of data gathering was the teachers’ questionnaires, compo-
sed of closed and open questions, which were answered at the same time as the
children’s.

Teachers sent all the questionnaires and drawings to researchers who then
analysed the data.

All teachers provided parental consent and the personal information of
the children was coded.

Table
Research methods and types of data obtained

METHOD Type of data

Anecdotical record of children’s behaviour during the

Observation
opera performance

Analysis of Children’s drawings ~ Basic elements of drawings

Questionnaires (qualitative data) ~ Children’s and teachers’ answers

RESULTS

Observation of children’s behaviour: anecdotal record

The children were pleasantly excited when they entered the auditorium and
were eagerly awaiting the start of the performance. They easily found their way
around the hall, and the teachers did not have to restrain them.

The very beginning of the show, with the arrival of the night watchman,
drew them in and they fell completely silent and let the action on stage take
over. They followed the action closely, and in places some of them lost focus,
started to look around or become restless (kicking legs, disturbing other kids).
But they sat quietly, maintained eye contact with the stage, and moved to the
rhythm of the music whenever one of the main characters sang a song (Mojca
especially caught their attention).

The set gave the show a very good focus; the change of the scenery on
the stage brought just enough change to allow the children to re-immerse
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themselves in the story and follow it through to the end. They had verbal rea-
ctions as: ‘wow’, ‘oh’, ‘look, it is snowing’ and they remained still and quiet af-
ter the changes, establishing focused eye contact with the stage.

It was also felt that they were following the plot twists and turns, which
were resolved with a song of the whole choir and soloists at the end, which ma-
naged to tie the whole action on stage and in the hall together with harmony.

During the performance, the children were mostly quiet, occasionally
moving to the music and sighing audibly. At the more tense moments of the
story, some of them ‘stiffened’ a little and leaned forward. Occasionally they
became a little restless, especially during the longer scenes. Most of the chil-
dren were smiling, occasionally looking at each other and commenting on the
action on stage. There was also some restlessness and chatter, but most children
were observant and focused on the performance on the stage.

Analysis of children’s drawings

(drawn in the school approximately one week after attending the opera).

Immersion and attention

To understand the level of immersion and attention from the children’s
drawings we looked at the number of main characters, elements of the scenery,
elements of the performance (the presence of the orchestra, snowing, surtitles,
the hall full of children watching, the conductor). We were also curious if the
elements of songs would be present in the drawings.

In the drawings the main characters of the opera were prevailing (Kekec,
Mojca, Bedanec, Nightwatch, Kosobrin, the children). The emotional expressi-
ons of the characters were evident and clear. Children were able to recognize
the main attitude of each of them. The characters in the drawings were mo-
stly static; only one drawing shows movement. Many drawings show the whole
hall, the stage, the curtain, the seats for the audience, the orchestra, the condu-
ctor, even the surtitles. Besides the main characters and the set, there were also
many scenery details in the drawings such as mountains, houses, and snowfla-
kes. On some drawings the characters from the song about ‘Pehta’ and the bee
were also present, even if ‘Pehta’ in person was not present at all in the opera.
It was evident that the children noticed many details and that the whole expe-
rience got their attention.

Emotional expression

For capturing emotional expression from the drawings, we observed colours,
intensity and the power of the stroke. We also observed the position of the
drawing on the sheet of paper and the composition. The overriding emotion is
one of joy and interest, which is felt through the details of the story depicted
in the drawings by strong strokes, use of clear and bright colours, and large
and detailed figures. The drawings are drawn on the whole sheet, the figures
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are large, clearly identifiable and drawn mostly in red, blue, yellow, brown and
green colours.

The impact of the show

The evidence of lasting impressions from the performance was clear because
the drawings were made one or even two weeks after attending the show. To re-
member the experience so thoroughly the child must be relaxed and attentive
during the performance. If not, the details would be forgotten. The main cri-
teria for seeing the impact of the show in the drawings was the presence of ele-
ments that were not present (the character from the poem), the details of the
concert hall, and the clearly expressed characters and storyline.

Analysis of children’s answers to open questions in the questionnaire

(filled in at school approximately one week after attending the opera).

Table2
Children’s answers to the questionnaire

What did you like ‘singing’, ‘when Mojca sang’ (45),

best? ‘the scene} ‘when the snow started to fall, ‘when the stage spins’ (8)

What you disliked,  ‘people chatting) ‘someone taking photos, ‘rude people sitting in front

did something of me’ (33),

bother you? ‘sometimes the orchestra was louder than the soloists, 'T didn’t like Ke-
kec's high voice; Tdidn’t like Bedanec's singing;, 'bad microphone; 'hard
seats, 'lights from behind), 'murmuring), 'that the text was forgotten’ (17)
‘when Bedanec was bullying people), ‘when the Kekec was fooling
Rozle’(3)

Who sang the most ~ ‘Mojca’s song, which was chosen as the most beautiful by most of the
beautifully? children’ (46), and ‘Kekec’ (44)

Which song did you ‘Mojca’s sad song about her blindness, all of the songs, ‘the first song of
like best? the night watch) ‘Bedanec’s song),

‘choir of the villagers, children’s choir,

“Kekec’s song about Pehta and the bee’

The children were impressed by the singing and the story, as most of them
(s7%) who answered the question: * What did you like best?” spontancously
mention that they liked the singing the most (‘that they sang), ‘singing’, ‘when
Mojca sang’); s8% of them mention the characters or scenes from the story
(‘when Kekec saved Mojca’, ‘when Rozle scared Kekec'); a few children (10%)
also mention the scenery (‘the scene’, ‘when the snow started to fall’, ‘when the
stage spins’).

Of all the musical elements, the one that spoke to them the most was
Mojca’s song, which was chosen as the most beautiful by most of the children
(59%), and the song of Kekec (57%), but the fact that the boy who sang the role
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was a classmate and friend of theirs was also a strong factor in this. Both songs
are very melodic and were vocally very well performed.

The entrance song of the night watchman and the final song sung by the
whole choir of performers were also mentioned as beautiful by 10% of the chil-
dren.

The opera captured the attention of the children and, from their answers
to open-ended questions, they were able to empathize with the characters. This
is shown by the fact that most of them were not distracted by anything, they
liked everything (43%); however, they were very disturbed by the inappropri-
ate behaviour of some people in the auditorium (14%), (they answer the qu-
estion: “Was there anything that bothered you?” by the following: ‘people cha-
tting), ‘someone taking photos’, ‘rude people sitting in front of me’) and also by
the behaviour of the characters on stage that children found troubling (‘when
the Bedanec was bullying people’, ‘when the Kekec was fooling Rozle’). Perfor-
mance errors were also noted and were disturbing to them (22%) (‘sometimes
the orchestra was louder than the soloists’, ‘T didn’t like Kekec’s high voice’, ‘I
didn’t like Bedanec’s singing’, and three children answered that they did not
like the more scary moments of the story (‘when Bedanec caught Kekec’, ‘when
Bedanec kidnapped Mojca’).

Children mentioned also some technical issues: ‘bad microphone’, ‘hard
seats’, ‘lights from behind’, ‘murmuring’, ‘that the text in captions was not the
same as in the singing’.

It was surprising for us that 68 out of 77 children (88%) expressed their
wish to go to the opera again, even though most of them did not attend the
opera before. This was a positive surprise since research suggests that children
who have never attended an opera performance and have never taken part in
such a performance more often expressed a prejudiced opinion about this form
of art (Kuzmina, 2022). Perhaps the lack of one’s own aesthetic experience in
such cases is made up for by the opinion of adults or peers, and seeing peers
enjoying or even performing at such an event could help change opinions and
give children permission to enjoy the experience as well.

Most of the children (71%) indicated on the questionnaire that they also
wanted to read the story of Kekec after the opera, which means that the perfor-
mance engaged them and awakened their curiosity as well as their interest in

reading. The data is summarized in the following table (Table 3).
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Table
Children’s answers on the quantitative part of the questionnaire

Boys and girls (N=77) YES NO
Would you like to perform in an opera? 28 49
Would you like to go to an opera performance again? 69 8
Have you ever attended an opera before? 50 27
Do you attend music school? 18 (14 also sing in the choir) 59
Do you sing in the school choir? 25 (14 also attend music school) 52
Do you also want to read the story of the Kekec? 57 20

Analysis of the questionnaire for teachers
(sent to the researcher along with the children’s drawings and completed
questionnaires with open and closed questions)

All three teachers rated the performance as very good or excellent, particularly
impressed by the quality of the aesthetic experience, the setting, the story and
the message of the performance.

They felt that the children and adults got the message that good triumphs
over evil and that relationships between people are important. They found it
particularly positive that children were performing, which had an additional
positive impact on the young audience’s empathy, experience, imagination and
understanding of the play.

They noted that the performance calmed and engaged the children, espe-
cially children who knew the boy who sang the role of Kekec. They found it
particularly positive that children were performing, which had an additio-
nal positive impact on the young audience’s empathy, experience, imaginati-
on and understanding of the play. They noted that the performance calmed
and engaged the children, especially children who knew the boy who sang the
role of Kekec. They felt that the children and adults got the message that good
triumphs over evil and that relationships between people are important.

DISCUSSION

RO1: What are the elements of YO that promote high attentiveness (curiosi-
ty and interest), emotional captivation, identification and empathizing?
The results of our study pointed out that the artistically, carefully created yo-
uth opera has a strong positive impact on children. We demonstrated how they
respond to the work emotionally by evoking a strong affective response and
identifying with the story on the stage, and cognitively by empathizing with
characters. As Malloch (2005) points out, creative artistic expression often
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enables the transmission of complex ideas and emotions by creating a story in
several different modalities simultaneously, thereby evoking affect. The perfor-
mance enhanced the children’s curiosity and motivation to also read the book
of the story of Kekec lately as they pointed out in the questionnaire, where 74%
of children answer positively to the question of whether they would like to also
read the story in the book. That is a clear sign that the effect of the artistic work
was complex and could promote readingas well.

The effect that the dynamics of art have on us is difficult to describe, but
when it is effective, listeners or viewers are moved when they experience the
nonverbal messages of a painting, film, or performance. Something in the
flow of music, dance or gesture directly communicates and evokes emotions
and sometimes physical movement, accompaniment (Trevarthen & Malloch,
2009, p. 83). What is this ‘something’? How do we translate and share it? In
our case it was clear that the narrative of the opera managed to meet the flow
of children’s emotionality and understanding and to broaden their understan-
ding and curiosity. When we talk about creativity, art, and especially art for
children, the question arises as to whether and why art for children is impor-
tant, and what it is in the child’s development that is most responsive to arti-
stic language, and what it is in artistic language that has the most impact on
the child’s development (Kompan Erzar, 201s; 2016). The contemporary sci-
entific view of child development emphasizes the importance of an emotio-
nally safe, experientially calm (predictable, stable), yet rich (diverse and lively
environment for the holistic development of the child’s brain (Siegel, 2011).
It is becoming increasingly clear that a child’s direct contact with nature, its
thythm, art, free play, and improvisation, all within an emotionally rich and
safe contact with an adult and peers, is essential for holistic and healthy develo-
pment (Miranda, 2013). Contact with art and creativity is one of the areas that
can provide indispensable experiences that help shape both mental and other
cognitive abilities that would otherwise be impaired (Siegel, 2023).

RO2: Do children have the ability to recognize musical aesthetics, defined as
the structural and emotional qualities that contribute to a composition’s
perceived beauty and appeal?

One of the most surprising results was the precision with which children were

able to detect even the smallest slips in performance, either musical ones or

technical ones. They expressed disapproval when the performances were in-
terrupted by other spectators or by mistakes made by performers or technici-
ans. They also highlighted that the most beautiful thing in the whole experi-
ence was the singing, especially the song about the wish to see nature and loved
ones sung by a blind girl (Mojca). The features of this song were the most melo-
dic and written in % time. Nieminen et al. (2011) states that aesthetic processes
are usually seen as pleasing and rewarding and are, thus, important and valu-
able experiences. The importance of aesthetic experience could be seen also at
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the neuropsychological level (Barbot & Lubart, 2012). The multidimensional
nature of aesthetic experience processes employs several brain areas and inclu-
des perceptual, emotional/affective and cognitive response. An aesthetic emo-
tional response to music could be seen also in children. By the age of 6 or 7 ye-
ars, familiar tonal music is preferred and considered to sound “prettier” than
unfamiliar, atonal music. These findings propose that music preferences are
affected by familiarity and prototypicality.

An investigation by Koelsch (2006) gives further support showing that si-
milar brain structures were activated in 10 year-olds and adults by violations of
harmony and tonality. The pleasure that children felt during Mojca’s song cle-
arly shows that children from 7 years onward have a certain preference for to-
nal music and clear musical line (Hargreaves et al., 2006). Studies indicate that
children aged 6 to 9 perceive music as beautiful, suggesting that the concept
of beauty is significant in music judgments for both children and adults. This
appreciation for beauty in music appears to develop around the age of 6, po-
tentially linked to the acquisition of culture-specific knowledge about tonali-
ty (Nieminen et al., 2011).

Our findings are also in line with Kuzmina’s research (2022) where she di-
scovered that:

The modern practice of the existence of the opera for children-listeners,
which takes various forms and touches on a wide range of topics, testifies to
its relevance, plasticity and versatility ... The presence of performances of this
kind helps to conduct continuous training of new generations of young liste-
ners, to foster their artistic taste and to form aesthetic guidelines ... Children
engage in live communication, which promotes the formation of their own
judgments and emotional experience, thus contributing to the growth and
strengthening of the individual as a whole. (Kuzmina, 2022, p. 434)

CONCLUSION

The opera Kekec in Skrat Skovik has clearly demonstrated how valuable it is
for children to experience a high-quality, complex piece of musical and perfor-
ming art. They were able to empathize very strongly with their peers singing
on stage and quickly identified with the characters they were playing. They
enjoyed it when their peers managed to conquer the villain and helped each
other. The children clearly perceived a quality musical stage experience, spon-
taneously evaluating the quality of the performance, the clear, crisp tone of the
singing, the accuracy and tunefulness of the performance, the balance betwe-
en the lead voice and the accompaniment, the rhythmic and melodic clarity,
and even noticed the little slips that distracted them. It is also interesting to
note that they were very good at identifying inappropriate behaviour in the
auditorium, that they were also attentive and able to perceive the underlying
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messages of the opera, and that they also critically evaluated the behaviour of
the characters in the story.

In thinking about the indispensable role of art in children’s development,
we would conclude that the way in which the adult and the child come into
contact through art is the developmental space that most powerfully shapes
and, later in adolescence, integrates the child’s holistic understanding of self,
relationships, rules and the world. The artistic creation that is meant to shape
this space must therefore be both emotionally structured and regulated, which
means that it must be attuned to the child’s sensitivity and sensitivity to emo-
tional stimuli, that it must follow the rhythm of the child’s experience and not
overtake it or rigidly shape it without contact with the child’s actual experien-
ce. A structured work of art is one that is rhythmic, balanced and harmonized,
not leaving unresolved emotional content but integrating it into a whole, wha-
tever the emotional note of that whole (happy, sad, dreamy, wistful, elated, or
angry). The ‘story, the melody, the flow of action’ that it weaves must resolve
and integrate all the experiences that it has awakened in the child. Every emo-
tional stimulus requires an emotional response, so it must have the appropria-
te intensity, duration and rhythm of repetition, and must allow sufficient time
and space for the viewer or listener to respond emotionally (Kompan Erzar,
2015).

The clear musical structure, interwoven with a clearly presented story and
elaborate, character-driven characters in the opera Kekec, allowed the children
to understand, experience and empathize at the same time. This also gave them
a holistic experience of relationships, kindness and loneliness, mercy and greed
through their performing peers, which awakened their curiosity and interest.
The attuned artistic creation allows the child to become emotionally involved
in it, to attract their inner attention (physical, emotional response), to shape it
and regulate it through meaning-making, and to conclude by creating a new
emotional space together with them. This new emotional space is what drives
development (Kolacz et. al., 2022).

The work of art that emerges as a creation in which adult virtuosity is in-
tertwined with childlike immediacy and flexibility is therefore the one that
will co-shape the development of children, who will become the audience who-
se spontaneity and reactions will make new creations and works of art possible.
The living interpersonal contact of the adult creator with the world of children
and adolescents allows for the emergence of art that is alive and that opens new
spaces of integration and understanding of our everyday world as placed in a

deeper and broader space in which new possibilities open again and again.
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Povzetek
UDK 159.942-053.006:782

Otroska opera Kekec in skrar Skovik je bila podlaga za raziskavo, v kateri smo preucevali,
kateri clementi opernega dela najmocneje nagovarjajo osnovnosolce, v koliksni meri so
slcdnji obéut]jivi na kvaliteto glasbcnc izkuénjc in kako jo Vrcdnotijo.

Odzive mladostnikov, starih od 9 do 14 let, na opero Kekec in skrat Skovik, smo opa-
zovali na javnih uprizoritvah opere za solsko populacijo. Po prcdstavi smo uéitcljicam
razdelili Vpraéalnikc zanje in za ucence. Ucencisov posebcj za to namenjeni uri glasbe—
nega pouka najprej narisali sliko na temo opere, potem pa se odgovorili na nckaj prepro-
stih vprasan;. Uéiteljicc SO prav tako odgovorilc na Vpraéalnik invsa gradiva poslalc razis-
kovalkam.

V raziskavi je sodclovalo 77 u¢encev z dveh razli¢nih osnovnih sole, ene mestne in
ene primestne, ter z ene glasbcne sole. Ob operi Kekec in skrat Skovik se je jasno pokaza—
lo, kako dragoccna jeza otroke izkuénja kvalitctncga, komplcksncga glasbcnosccnskc—
gaumetniskega dela.

Analiza risb je pokazala, da so u¢enci predstavo pozorno spremljali, tudi po ted-
nu ali ve¢ od obiska prcdstavc so risali dctajlc sccnograﬁjc, dvorane, izraze na obrazih li-
kov. Prcv]adujoéc custveno doiivljanjc so izrazali skozi mo¢ potez, intenzivnost barvin
risanje po celem listu.

Iz odgovorov naanketna Vpraéanja jc razvidno, da sta otroke najbolj nagovorila pet-
jein zgodba, s3j jihjc vecina (41) na vprasanje »Kaj ti je bilo najbolj vseC?« spontano na-
vedlo, dajim je bilo najbolj viec petje (»daso peli«, »petje, »ko je Mojca pcla«). Zclo
mo¢no so se lahko vziveliv svoje vrstnike, ki so pcli na odru, in se hitro poistovetili z liki,
ki so jih igrali. Motilo jih je neprimerno VCanjC nekaterih v dvorani. Bili so pozorni in
sposobni zaznati tudi tcmcljna sporo(zila opernega dela ter tudi kriti¢no vrednotili ve-
dcnjc likovv zgodbi. Kljub temu da vecina u¢encev ne pojev zboru niti ne obiskujc glas—
bene Sole (50 od 77), so vsi razen devetih izrazili zeljo, da bi se obiskali operno predsta-
vo. Velika vecina (55) ucencevsi je po ogledu opere zelela tudi prebrati zgodbo o Kekeu,
kar pomeni, dajih je predstava pritegnila in prebudila njihovo radovednost ter tudi zani-
manje za branjc.

Glede sposobnosti prepoznavanja elementov nas je prcscnctil bogat odzivuc¢encev
na glasbene elemente. Ucenci so prepoznavali kvalitetno (to¢no in natan¢no) izvedbo,
Cist, jascn ton pctja. Najbolj jih je nagovorila Mojéina pesem, ki jo je kot najlepéo izbra-
lo najvcé ucenceyv. Opazi[i paso cudi spodrsljajc, zmotile so jih tehni¢ne in izvajalskc na-
pake (17 u¢encev): »véasih je bil orkester glasncj§i od solistov«, »Kekeev visoki glas«,
»Bedan¢evo petje<, »slab mikrofon«, »trdi sedezi«, »lu¢iizza<, »$umenjex.
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Uéiteljice e} prcdstavo ocenile kot zelo dobro oz. odli¢no, prcpriéali sojih kvaliteta
estetske izkuénjc, scena, zgodba in sporoéilo prcdstave. Opazilc SO, daje predstava ucen-
ce umirilain pritcgnila, se poscbcj tiste, kiso iz glasbcnc ali osnovne $ole poznali fanta, ki
je pel naslovno vlogo Kekea.

Jasna glasbena strukeura, ki se je prepletla zjasno podano zgodbo in izdelanimi, ka-
rakternimi liki, je ucencem omogoéila, da so hkrati razumel, notranje doiivlja]i in so-
¢ustvovali s posameznimi liki. S tem so prcko svojih nastopajoéih vrstnikov in ¢ustve-
nega odziva, ki gaje prcbudilo glasbcno delo, doziveli tudi celostno izkuénjo o odnosih,
dobroti in osamljcnosti, usmiljcnju in pohlepu, ki jC v njih prcbudila radovednost in za-
nimanje.
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KRMARJENJE MED SCILO IN KARIBDO: IZZIVI IN PASTI IZBIRE
REPERTOARJA ZA SREDNJEgOLSKE ZBORE
NAVIGATING BETWEEN SCYLLA AND CHARYBDIS: CHALLENGES
AND PITFALLS IN REPERTOIRE SELECTION FOR HIGH SCHOOL CHOIRS

ERIK SMID
Univerzav Ljubljani, Akademija za glasbo

smid,erik@gmail,com

Izvlecek: Prispevek teoreticno preucuje kljuéne kriterije, ki vplivajo na izbiro primerne-
ga repertoarja za srednjesolske zbore, kot so tehni¢na zahtevnost, emocionalna globina,
slogovna raznolikost, vokalne sposobnosti peveevv obdobju mutacije in pomen kultur-
ne raznolikosti. Na podlagi pregleda znanstvene in strokovne literature ponuja tudi kon-
kretne smernice za zborovodje, kako s premisljeno izbiro skladb ustvariti spodbudno in
uc¢inkovito okolje za celosten umetniski ter osebnostni razvoj mladih pevcev.

Kljucne besede: repertoar, srednjesolski zbori, vokalna tehnika, mutacija, kulturna razno-
likost, motivacija

Abstract: This paper theoretically examines the key criteria that influence the selection
of appropriate repertoire for high school choirs, such as technical diH‘iculty, emotional
depth, stylistic diversity, vocal abilities during the voice mutation period, and the impor—
tance of cultural diversity. Based on a review of scientific and professional literature, the
paper also offers practical guide]ines for choir conductors on how to create a supportive
and effective environment for the holistic artistic and personal development of young
singers through thoughtful repertoire selection.

](@/u/am’s: repertoire, high school choirs, vocal technique, mutation, cultural diversity,
motivation

UvoOD

meriska dirigentka Lynne Gackle (2006, str. 101) je v svoji razpravi o

repertoarju za otro$ke zbore zapisala: »Izbor literature je pomemben

kljug, ki odklepa vrata uspeha pri nasih pevcih.«' V njej je izpostavila

pomen primerne izbire zborovskega repertoarja, ki na eni strani omogoca teh-

ni¢ni in umetniski razvoj mladih pevcev, na drugi pa spodbuja njihovo strast
do petja in jim pomaga vzpostavljati globljo povezavo z izvajano glasbo.

Njene ugotovitve lahko prenesemo tudi na podro¢je srednjesolskega zbo-

rovstva, saj je tudi pri mladostnikih, starih med 15 in 19 let, izbira primernega

I Angl.: »Sclection of literature is an important key which unlocks the doors of success with
our singers,«

[zvirni znanstveni ¢lanek « Original Scientific Article O Author [N
heeps://doi.org/10.26493/2712-3987.20(41)77-96


https://doi.org/10.26493/2712-3987.20(41)77-96

GLASBENOPEDAGOSKI ZBORNIK ¢ LETNIK/VOLUME 20 ¢« STEVILKA/NUMBER 41

repertoarja kljué¢nega pomena za njihov glasovni in $ir$i umetniski razvoj, obli-
kovanje odnosa do glasbene umetnosti, hkrati pa zanimiv, premisljen reper-
toar predstavlja tudi mo¢no motivacijsko sredstvo. Vokalno-tehni¢ne zahte-
ve, emocionalna globina in raznolikost zvrsti so le nekateri izmed kriterijev, ki
jih je treba upostevati pri izbiranju repertoarja. S pravim izborom pevske lite-
rature, ki pevcem predstavlja izziv, a jih ne presega, lahko zborovska glasba pos-
tane orodje za osebno rast in umetnisko izraZanje, preko katerega lahko mla-
di pevci raziskujejo sebe, svoje glasbene sposobnosti in $iroko obzorje glasbene
umetnosti.

Stevilni avtorji ugotavljajo, da zborovski repertoar sluzi kot sredstvo, sko-
zi katerega pevci urijo izvajalske ve$éine, spoznavajo glasbene koncepte in glas-
beno zgodovino ter utrjujejo svojo kulturno zavest. Premisljen izbor reperto-
arja lahko mlade pevce pripelje do celovitejSega poznavanja obsezne zborovske
dedis¢ine in s tem tudi spodbuja spostljiv odnos do zborovske umetnosti
(Crocker, 2000; Forbes, 2001; Reames, 20071; Stith, 2017).

Lau (2023) priporo¢a, da zborovodje ze na zacetku kariere vzpostavijo
osebno bazo podatkov o dostopnem repertoarju. Bazo naj bi redno posodab
ljali s skladbami, ki so jih zborovodje Ze izvedli, in dopolnjevali s tistimi, ki so
jih odkrili Sele nedavno. Pri tem je pomembno, da so skladbe kategorizirane
glede na tezavnost, osnovne glasbene znacilnosti, tematiko ter druge podatke,
kot so trajanje, in§trumentacija oz. glasovna razporeditev, jezik, slogovno ob-
dobje ipd.

Z vidika raznolikosti repertoarja se zborovodje spodbuja k izbiri skladb
razli¢nih stilov in obdobij, vendar nekateri raziskovalci ugotavljajo, da doloce-
ni zborovodje pri tem segajo le po omejenem naboru. Zborovodje srednjesol-
skih zborov dajejo velik poudarek predvsem lahkotnejsi, popularni zborovski
literaturi in z zadrzkom segajo po $irSem stilsko ter zgodovinsko opredeljenem
repertoarju (Forbes, 2001; Reames, 2001).

Pomemben vidik pri izbiri repertoarja, kot poudarja Leach (2001), je kul-
turna raznolikost, saj pevce izobrazuje o glasbeni tradiciji razli¢nih kultur in
jim hkrati omogoc¢a razvoj novih ves¢in, kot so petje v razli¢nih jezikih, spo-
znavanje raznolikih vokalnih zakonitosti (Se posebej pri specifiénih naginih
petja tujih ljudskih pesmi) in prilagajanje glasbenim slogom. Vklju¢evanje re-
pertoarja z multikulturnim ozadjem povecuje glasbeno pismenost pevcev in
krepi njihovo sposobnost izvajanja glasbenih del na avtenti¢en nadin. Hkrati
peveem in obdinstvu omogoca poglobljeno dozivetje neznanih glasbenih tra-
dicij.

Zanimiva je raziskava, izvedena med zborovodji srednjih $ol na Flori-
di, v Georgii, Severni Karolini, Juzni Karolini in Virginiji, ki je pokazala, da
so zborovodje, ki so bili prepoznani kot izjemni, s svojimi zbori izvajali veli-
ko bolj raznolik program, vklju¢ujo¢ tako klasi¢na zborovska dela kot ljud-
sko in popularno glasbo, kot splo$na populacija zborovodij (Forbes, 2001). To
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nakazuje dejstvo, da na izbiro repertoarja vplivajo tako strokovnost kot tudi
razgledanost zborovodje ter kvaliteta zbora.

Premisljeno izbran repertoar, prilagojen tehni¢nim sposobnostim pevcev,
igra klju¢no vlogo pri ohranjanju motivacije in navdusenja za petje. Kulturno
raznolik repertoar lahko dodatno spodbudi motivacijo, saj predstavlja zanimiv
izziv, ki pevce pritegne in jih hkrati ne preobremeni (Lucas, 2012).

IZBOR LITERATURE ZA DELO S SREDN]E§OLSKIMI ZBORI V SLOVENSKIH
PUBLIKACIJAH

V Sloveniji ni veliko gradiva, ki bi obravnavalo izhodis¢a za izbor zborovske li-
terature za posamezne zborovske sestave, zato se zdi, da se zborovodje zanasa-
jo predvsem na znanje, pridobljeno s formalnim izobrazevanjem (npr. pri zbo-
rovodskih predmetih tekom $tudija) ali z lastnimi izku3njami petja in dela
z razli¢nimi zbori. Izjema so osnovno3olski (otroski) zbori in zbori v glasbe-
nih $olah — ta dva segmenta sta krovno opredeljena v u¢nem nadrtu razsirjene-
ga programa za osnovne $ole (Zvar, 2003) in uénem naértu za pevski zbor kot
predmet v glasbeni $oli (Ministrstvo za izobrazevanje, znanost in Sport in Za-
vod Republike Slovenije za $olstvo, 2022). Pomemben prispevek k oblikovanju
usmeritev pri delu z najmlajsimi pevci predstavljajo prizadevanja Dragice Zvar
(2002), ki je v svojem dolgoletnem delovanju na Zavodu Republike Slovenije za
Solstvo temo osvetlila z razli¢nih zornih kotov — tako znanstvenoraziskoval-
no kot tudi aplikativno preko razli¢nih priro¢nikov in usmeritev. Priro¢nikov
oz. drugih del, ki bi sistemati¢no obravnavala izhodi$¢a za ostale zbore v verti-
kali (mladinski, odrasli, seniorski ipd.), pa primanjkuje. Zadnjo monografijo,
Osnove dirigentske tehnike Boruta Smrekarja, je leta 2015 izdal Javni sklad Re-
publike Slovenije za kulturne dejavnosti, a se podroéja izbora vsebinskega re-
pertoarja ne dotika. O omenjeni vrzeli je v uvodniku knjige pisal tudi Seba-
stjan Vrhovnik (v Smrekar, 2015, str. 5):

Literature za dirigiranjc je na Slovenskem sicer nckaj na Voljo, anjeno stevilo
avtorjev ni ravno obsezno, med posameznimi izdajami teh del paje navadno
moralo preteci precej let. Priro¢niki za dirigiranje SO zato poscbno dragoce—
ni, vsakrsno novo delo jc dobrodoslo, saJ pomcmbno dopolnjuje tovrstno li-
teraturo pri nas. \Y% prctcklosti SO s¢ s podroéjcm zborovskcga dirigiranja Sis-
tematicno ukvarjala vidna imena slovenske glasbc in poskrbcla, da smo imeli
oziroma imamo tovrstno strokovno literaturo tudi v slovenskem jcziku‘ Prvi,
ki se je posvetil pisanju priroénika za dirigiranjc, je bil France Marol. Pripra—
vil jc delo z naslovom S/erz'pm prvega pevavodskegﬂ teéﬂjﬂ, izslo pa ) e tik po 2. sve-
tovni vojni, natanéncje leta 1946. Adolf Groebming jc avtor priroénika Zbo-
rm/oaya, ki je zasnovan v treh delih in je kot celota izsel pri Drzavni zalozbi
Slovenije leta 1950. Cez dobridve desetletji,leta 1971, je Radovan Gobec napisal
priroém’k Dz'mgz'mnja izdala pa ga je Zveza kulturnih prosvctnih organizacij
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Slovcmjc. Slovenski prostor je moral nato ¢akati kar 45 let, dajc prcd namipo-
sodobljena strokovna literatura avtorja dr. Boruta Smrckarja Osnove dirigent-

ske tebnike.

Kljub vprasanju aktualnosti povojne literature za metodiko zborovstva pa
je smiselno izpostaviti takratni pogled na repertoarno izbiro, saj nekatere pre-
mise pri izboru repertoarja veljajo $e danes. Tako Groebming (1948), Gobec
(1958) kot Gregorc (1982) opozarjajo, da je pri izboru skladb treba postopati
oprezno, z veliko mero preudarnosti. Gobec v svoji Metodiki zborovstva (1958)
izboru skladb in sestavljanju koncertnih programov pripisuje poglavitno vlo-
go. Proces predstavlja kot ve¢dimenzionalen, saj zajema tako umetnisko raven
zborovodje, pedagoske in strokovne vrline presojanja primernosti skladb kot
tudi ideolosko naravnanost. Izpostavlja tudi potrebo po poznavanju literature,
ki omogo¢a raznolikost in zanimivost zborovskih programov. Prav tako opo-
zarja na pogoste pomanjkljivosti, kot so npr. neprimernost skladb z ideoloske-
ga ali vsebinskega vidika, pomanjkanje umetniske vrednosti, prevelika zahtev-
nost za zbor ali celo za zborovodjo samega.

Zavedanje o pomenu pravilne izbire repertoarja in razumevanje njegove
vloge v razvoju mladih pevcev nas vodi k nadaljnjemu raziskovanju specifi¢-
nih vidikov, ki jih je treba upostevati pri delu s srednjesolskimi zbori. Znacil-
nosti glasov v obdobju mutacije, ki jih bomo obravnavali v nadaljevanju, pred-
stavljajo klju¢no izhodi$¢e za razumevanje vokalno-tehni¢nih zahtev, ki jih
mora izpolnjevati izbrani repertoar. Prav tako bomo preudili glasbeno primer-
nost skladb, vklju¢no z melodi¢nimi, s harmonskimi in z oblikovnimi znadil-
nostmi, ter raziskali, katere glasbene zalozbe se v svojih edicijah posebej posve-
¢ajo srednjesolskim zborom.

TEORETICNA IZHODISCA PRI IZBORU REPERTOARJA ZA SREDNJESOLSKE
PEVSKE ZBORE

Natanénejsa opredelitev pojma srednjesolski pevski zbor se zdi na prvi pogled
samoopredeljujoca, vendar je odvisna od geografskega in kulturnega konteks-
ta ter ustrojenosti Solskega sistema posameznih okolij. V tem prispevku obrav-
navamo srednje$olske zbore v slovenskem okolju, torej izraz srednjesolski pev
ski zbor predstavlja zasedbo, v kateri pojejo mladostniki, stari od 15 do 19 let.
V vecini primerov je v slovenskem prostoru pevski zbor vklju¢en v nad-
standardni $olski program in ga ponujajo tiste srednje Sole, ki imajo zaposle-
nega glasbenega pedagoga (Breznik, 2018). To so splo$ne gimnazije, umetniske

gimnazije ter srednje vzgojiteljske Sole. Ker v tem delu vzgojno-izobrazevalnega

80



Slika
Klasifikacija srednjesolskih pevskih zborov

sistema delovanje pevskih zborov do 3olskega leta 2022/2023” ni bilo sistema-
ti¢no urejeno, je bil obstoj zborovske dejavnosti odvisen predvsem od samoini-
ciativnosti in interesa posameznega glasbenega pedagoga ter parcialnih sistem-
skih resitev $ole, kako ure zborovskih vaj vkljuditi v okvir ur obveznih izbirnih
vsebin. Slednje vsaka $ola ponuja v druga¢nem obsegu. Kljub pomanjkljivi za-
konski urejenosti podrodja tudi tu najdemo posamezne primere, ko posamez-
ne Sole svojo prepoznavnost gradijo ravno na podlagi uspehov glasbenih za-
sedb (zborov ali orkestrov).

Srednjesolski zborovski sestavi se v strokovni literaturi pojavljajo v treh
razli¢icah — kot mesani mladinski, fantovski in dekligki zbori (Gaé¢nik, 2017).

V kontekstu zborovskih tekmovanj se srednjesolski pevski zbori najpogo-
steje umes¢ajo med mladinske zbore (angl. youth choirs), pri katerih je starostni
razpon praviloma vegji.

O definiciji pojma mladinski zbor (angl. youth choir) polemizira nemska
dirigentka Anne Kankainen (2010). Ugotavlja, da obstoje¢e definicije, ki te-
meljijo predvsem na starostnih omejitvah, ne zadostujejo za celovito oprede-
litev tega pojma. Anne Kankainen poudarja, da je za zagotavljanje enakih ali
vsaj podobnih pogojev tekmovanja na mednarodnih zborovskih dogodkih po-
trebna standardizacija kategorij. V analizi razli¢nih definicij, ki jih uporablja-
jo mednarodni zborovski dogodki, ugotavlja, da se starostne omejitve mo¢no
razlikujejo, in na podlagi analize predlaga mednarodne smernice za definiranje
otroskih in mladinskih zborov, ki temeljijo na kombinaciji najvije in povpred-
ne starosti pevcev. Pri tem izpostavlja, da je treba upostevati tudi znadilnosti
mladih glasov in njihovo spremembo med puberteto. Njen predlog kategoriza-
cije mladinskih pevskih zborov je slede¢:

— mladinski zbori (dekliski zbori, fantovski zbori in mesani zbori v loce-
nih kategorijah): najvi$ja starost 26 let, povpre¢na starost ne sme pre-
segati 18 let,

2 S solskim letom 2022/2023 Pravilnik o spremembah in dopolnitvah Pravilnika o normari-
vihinstandardih za izvajanje izobrazevalnih programov invzgojnega programana podroéju

srednjcga solstva (2021) prinasa sistematizacijo delovnega mesta uéite[ja, kivodi pevski zbor

el
ali orkester, ¢e zbor oz. orkester ni obvezna sestavina izobraicvalncga programa.
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— fantovski zbori (SATB’): starost od 10 do 26 let, povpre¢na starost ne
sme presegati 18 let.

Ta kategorizacija po njenem mnenju omogoca ve¢jo fleksibilnost, saj ne
postavlja zgolj strogih starostnih omejitev, temve¢ se osredotoca na povpreéno
starost. Kljub temu da je predlagana kategorizacija le predlog, bilahko predsta-
vljala pomemben korak k standardizaciji definicij otroskih in mladinskih zbo-
rov na mednarodni ravni.

Iz vseh zapisanih ugotovitev lahko zaklju¢imo, da so srednjesolski zbori
v¢asih na podiju mednarodnih tekmovanj tezko konkurenéni, saj se soocajo z
razli¢nimi starostnimi omejitvami in kategorizacijami, ki so odvisne od posa-
meznega tekmovanja. Poleg tega je izbira repertoarja za tak$ne zbore pogosto
izziv, saj mora zborovodja upostevati tako starostne omejitve kot tudi specifi¢-
ne vokalne znadilnosti in sposobnosti pevcev.

SPLOSNE GLASBENE SPOSOBNOSTI IN VREDNOSTNI SISTEM
MLADOSTNIKOV

Obdobje mladostnistva, ki ga zaznamujejo pomembne fizioloske, kognitivne,
¢ustvene in socialne spremembe, je klju¢no tudi za razvoj glasbenih sposob-
nosti. Susan Hallam (2010) navaja, da na razvoj slednjih vplivajo vse ve¢je ko-
gnitivne zmoznosti, izpostavljenost razli¢nim zanrom in stilom ter druzbenim
kontekstom, v katerih se mladi ukvarjajo z glasbo. Razvoj se odraza predvsem
v vedji sposobnosti razumevanja in vrednotenja kompleksnih glasbenih struk-
tur ter glasbenem okusu — ta postane bolj prefinjen in individualiziran. Prat
tako se mladostniki naudijo uporabljati glasbo za ¢ustveno samoregulacijo,
kot sredstvo za oblikovanje identitete ter povezovanje z vrstniki. Vendar je po-
membno opozoriti, da se razvoj glasbenih sposobnosti lahko med posamezni-
ki zelo razlikuje, na kar vplivajo tako osebni (npr. prirojene glasbene sposob-
nosti, motivacija) kot tudi okoljski dejavniki (npr. vrednostni sistem v druzini,
glasbeno izobrazevanje).

Poleg kognitivnega na razvoj glasbenih sposobnosti vpliva tudi ¢ustve-
ni razvoj mladostnikov. Glasba je mo¢an ¢ustveni stimulans in ko mladostni-
ki postanejo ¢ustveno zrelejsi, pogosto razvijejo globljo ¢ustveno povezanost z
glasbo, ki jo poslusajo in izvajajo. Ta ¢ustvena angaziranost jih lahko motivi-
ra, da vloZijo ve¢ ¢asa in truda v glasbene dejavnosti. Vlozeni ¢as in trud lahko
posledi¢no vodita k izbolj$anju glasbenih sposobnosti (Lamont, 2012).

Sodelovanje v glasbenih dejavnostih, kamor se uvrica tudi petje v zboru,
lahko prispeva tudi k razvoju vrednot. Sodelovanje v zboru temelji na sodelo-
vanju, disciplini in odgovornosti, kar pozitivno vpliva na vrednote, kot so tim-
sko delo, prilagajanje, odgovornost in vztrajnost. Prav tako glasba, kot moc¢an

3 Dcﬁnicija Vkljuéujc tudi prcdmutacijskc fantovske glnsovc.
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estetski in ¢ustveni stimulans, lahko razvija ¢ut za estetiko. Vendar pa je poziti-
ven razvoj ve¢dimenzionalen in vklju¢uje eti¢ne, medosebne, drzavljanske, du-
hovne ter druge vidike (Larson, 2011).

Pri obravnavi razvoja mladostnikov ne gre zanemariti tudi njihove soci-
alne identitete. Na njen razvoj odlo¢ilno vplivajo vrstniki. V obdobju mlado-
stniStva, ko se oblikujejo klju¢ni vidiki socialne identitete, ima sodelovanje v
glasbenih dejavnostih, kot je petje v zboru, pomembno vlogo. Elizabeth
Cassidy Parker (2014) v raziskavi ugotavlja, da je proces razvoja socialne identi-
tete v zboru vedstopenjski in se za¢ne z odloditvijo za avdicijo, se nadaljuje sko-
zi redno sodelovanju v zboru ter kon¢a z zeljo po vracanju v to zborovsko skup-
nost. Na ta proces mo¢no vplivajo &as, intenzivnost (pogostost) interakcij in
velikost skupine. Udelezenci raziskave, pevci srednjesolskih zborov, so poro-
¢ali, da so se skozi sodelovanje v zboru naudili bolje razumeti sebe in druge. Iz
tega izhaja, da aktivno sodelovanje v zboru ne vpliva le na razvoj glasbenih spo-
sobnosti, temve¢ tudi socialnih ve§lin in socialne identitete.

Zborovsko udejstvovanje ima pozitiven vpliv na osebno zadovoljstvo pev-
cev in njihovo socialno povezanost. Zborovsko petje v tem kontekstu prese-
ga zgolj umetnisko reproduktivno naravnanost in postane tudi platforma za
medvrstnisko povezovanje. Kot ugotavljata Sigrun Lilja Einarsdottir in Hel-
ga R. Gudmundsdottir (2016), pevci poro¢ajo o $tevilnih osebnih in socialnih
koristih, ki jih prina$a sodelovanje v zboru. Najpogosteje izpostavljajo obéutek
uzitka in izpolnjenosti, ki ga prinasa skupinsko petje, ter pomembno vlogo po-
zitivne socialne atmosfere znotraj zbora. Raziskava je temeljila na vzorcu 205
peveev iz desetih razli¢nih islandskih ljubiteljskih zborov. Skoraj 96 % anketi-
ranih je izpostavilo socialni vidik zborovskega petja kot izredno pomemben in
92 % jih meni, da njihov zbor predstavlja dobro socialno okolje. Poleg tega so
porocali o pozitivnih spodbudah, ki jih prejemajo od drugih ¢lanov zbora, kar
$e dodatno prispeva k ob¢utku povezanosti in pripadnosti skupini.

Katrina McFerran (2012) izpostavlja tezo, da glasba v Zivljenju mladostni-
kov predstavlja na eni strani ogledalo za samorefleksijo, na drugi pa oder za in-
terakcijo z okoljem. Po njenih besedah glasba deluje kot ogledalo, ki odraza
¢ustveno in psiholosko stanje mladostnikov ter hkrati predstavlja sredstvo za
samorazumevanje in oblikovanje identitete. Poleg svojih refleksivnih lastnos-
ti pa sluzi tudi kot oder za mladostnike, kar izbolj$uje njihove medosebne od-
nose in laj$a njihovo interakcijo z drugimi. Ta druga, izvajalska funkcija glasbe
je Se posebej pomembna v kontekstu oblikovanja identitete, saj mladostnikom
nudi platformo za izrazanje sebe in komunikacijo z vrstniki (McFerran, 2012).

Na ucinke zborovskega petja na blagostanje mladostnikov opozarja tudi
Jovana Milosevi¢ (2024), ki v sistemati¢nem pregledu literature analizira 12
raziskav, osredotoc¢enih na psiholoske, socialne, ¢ustvene, kognitivne in fizi¢
ne u¢inke te dejavnosti. Ugotavlja, da zborovsko petje spodbuja obcutek do-
sezka, zivljenjsko zadovoljstvo in motivacijo, s ¢imer krepi psiholosko bla-
gostanje mladostnikov. Na podro¢ju socialnega blagostanja raziskave kazejo
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na krepitev obéutka pripadnosti in socialne identitete ter pozitivnih odno-
sov z vrstniki, kar mladostnikom omogoca oblikovanje trdnih socialnih vezi
in ob¢utka skupnosti. Custveni u¢inki, kot so zmanj$evanje stresa, izbolj$ano
razpolozenje in ustvarjanje varnega prostora za ¢ustveno izrazanje, so kljué¢-
nega pomena za ¢ustveni razvoj v obdobju mladostni$tva. Poleg tega Jovana
ilosevi¢ izpostavlja kognitivne koristi, kot so izbolj$anje koncentracije, razvoj
glasbenih ves¢in in veja pozornost, ter fizi¢ne ucinke, kot sta boljsa telesna
pripravljenost in dihalne sposobnosti, ki dodatno podpirajo celosten vpliv zbo-
rovskega petja. Njena ugotovitev, da ima zborovsko petje dolgoro¢ne pozitiv-
ne udinke na celosten razvoj mladostnikov, podpira tezo, da gre za dejavnost,
ki presega zgolj umetniske ali tehni¢ne dimenzije in pomembno vpliva na obli-
kovanje osebnosti ter razvoj socialnih kompetenc. Vendar pa avtorica opozarja
tudi na pomanjkanje raziskav, ki bi se osredotocale izklju¢no na mladostnike,
saj $tevilne preucujejo uéinke zborovskega petja Sirse, pri razli¢nih starostnih
skupinah, vklju¢no z odraslimi.

Ob vsem zapisanem se poraja vprasanje, kako naj zborovodja ob zavedan-
ju vseh predhodno izpostavljenih spoznanj krmari med pastmi in izzivi izbire
primernega repertoarja za srednjesolske zbore. Ta izbor mora biti premisljen
in prilagojen tako kognitivnemu kot ¢ustvenemu razvoju mladostnikov, ki se
v tem obdobju intenzivno oblikujejo. Zborovodja mora upostevati, da se glas-
beni okus mladostnikov razvija in postaja bolj individualiziran, hkrati pa se
povecuje njihova sposobnost razumevanja in vrednotenja kompleksnih glasbe-
nih struktur. Izbor skladb mora povecevati motivacijo, saj lahko razumevan-
je in ¢ustvena povezanost z glasbo mladostnike spodbudita k ve¢jemu vlozku
¢asa ter truda, kar posledi¢no vodi k izbolj$anju njihovih glasbenih sposobnos-
ti. Poleg tega je pomembno, da izbor repertoarja podpira razvoj vrednot, ki so
za mladostnike pomembne. Izbor repertoarja mora tako slednjim omogocati,
da se skozi glasbo izrazajo, komunicirajo in osebnostno oblikujejo.

ZNACILNOSTI PEVSKIH GLASOV V OBDOBJU MUTACIJE

Obdobje mladostni$tva oz. adolescence je ¢as hitrih fizioloskih sprememb, ki
vklju¢ujejo tudi preoblikovanje pevskega glasu. Ta proces, znan kot mutacija,
je klju¢en za razvoj pevskega glasu in predstavlja pomemben izziv tako za pev-
ce kot za zborovodje, ki delajo s srednjesolskimi zbori.

Mutacija glasu je naraven proces, ki se zgodi v obdobju adolescence, ko se
telo zaéne spreminjati pod vplivom spolnih hormonov — testosterona pri fan-
tih, estrogena pri dekletih. V tem procesu grlo izrazito zraste, glasilki se podalj-
$ata. Na spremembo glasu vplivajo tudi rast in preoblikovanje odzvo¢ne cevi
ter spremenjene plju¢ne funkcije. Fantovski glas se v obdobju pubertete zni-
za za priblizno oktavo, saj se njihovi glasilki povecata tudi za 100 %, torej na
dvojno velikost od izhodis¢ne (Hoéevar-Boltezar, 2010). Prav tako se izrazito
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poveca in zaostri §¢itasti hrustanec, ki postane viden tudi navzven kot Adamo-
vo jabolko (Bizjak, 2017).

Pri dekletih mutacija poteka nekoliko manj opazno kot pri fantih. Lynne
Gackle (1991) celo trdi, da naj se dekliski glas sploh ne bi spreminjal, temve¢
le razvijal. Pri tem pa naj bi — tako kot pri fantih — dozivel mnogo fizioloskih
sprememb, ki v tem ¢asu rezultirajo v nestabilnem tonu, lomljenju glasu, sli-
$nih prehodih med registri, raskavosti in splosnem nelagodju pri petju. Sloven-
ska foniatrinja Irena Hoéevar-Boltezar (2010) izpostavlja, da lahko glasilki de-
klet v ¢asu mutacije zrasteta na 150 % prvotne velikosti, glas pa naj bi se ob tem
znizal za najve¢ kvinto.

Marina Bizjak (2020) opozarja, da se v tem obdobju lahko pojavijo razli¢-
ne tezave, kot so nihanje glasovne visine, neenakomerna kakovost tona in te-
zave pri nadzoru glasu; to pripisuje »velikemu razkoraku med spreminjanjem
organov, ki sluZijo tvorbi in oblikovanju glasu, ter prilagajanju Ziv¢ne kontrole
tvorbe glasu na te spremembe« (str. 12). Zato mora biti pevski pedagog oz. v na-
$em primeru zborovodja pozoren na individualni glasovni razvoj posamezne-
ga pevca in preudarno izbirati pevski repertoar. Za pedagosko delo z mladi-
mi pevci Marina Bizjak v svoji knjigi tudi predlaga razli¢ne vokalno-tehni¢ne
vaje za pripravo telesa na petje, vaje za dih, zastavek, ozave$¢anje resonanénih
prostorov in doseganje resonan¢nega ravnovesja, agilnost, izenacevanje preho-
da med registri, Sirjenje glasovnega obsega ter artikulacijo. Prizadevanja za uza-
ve§¢anje in razvoj pravilne vokalne tehnike pri delu z mladimi pevci podpirajo
tudi drugi priro¢niki (Fegus, 2016; Slokar Bajc, 2017).

Za zborovodje, ki vodijo srednjesolske zbore, je razumevanje obdobja mu-
tacije klju¢nega pomena, sajlahko mo¢no vpliva na sposobnost pevcev, da izva-
jajo dolocene skladbe, in hkrati lahko zahteva prilagoditve v izboru repertoar-
ja. Prav tako je pomembno, da zborovodje razumejo, da je mutacija naraven in
neizogiben proces, ki ga je treba obravnavati s potrpezljivostjo in z razumeva-
njem. Nenazadnje ne gre samo za fizi¢en proces, ampak lahko vpliva tudi na sa-
mozavest in samopodobo pevcev. Spremembe v glasu lahko povzrodijo ob¢ut-
ke negotovosti in sramu, kar lahko vpliva na njihovo motivacijo. Klju¢no vlogo
zborovodij v tem ¢asu vidimo tudi v tem, da svoje pevce podpirajo skozi ta pro-
ces, jih spodbujajo in pomagajo razumeti, da so te spremembe naravni del pev-
skega razvoja.

SMERNICE PRI IZBORU REPERTOARJA

Raziskave na podro¢ju izbora zborovskega repertoarja so razsirjene predvsem
na obmodju Zdruzenih drzav Amerike, kjer se zborovska glasba pogosto obrav-
nava skozi prizmo $tirih klju¢nih meril: estetske privla¢nosti, glasbene in prak-
ti¢ne vrednosti, pedagoske vrednosti ter vklju¢enosti v standardni zborovski
kanon (Watson, 2017). Stevilni ameriski zborovodje se kljub ¢asovni distanci
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naslanjajo na Brunnerjev seznam vprasanj, ki naj bi si jih zborovodja zastavil,
ko izbira repertoar. Ta vprasanja se nanasajo na poznavanje sposobnosti svojih
pevcey, jasno zastavljene cilje, osebne preference in omejitve, glasbene parame-
tre, kot so melodi¢ne, harmonske, ritmi¢ne znadilnosti, vsebinsko primernost
skladb idr. (Brunner, 1992).

Raziskava Lorraine Lynch (2020), ki analizira trende v zborovskem reper-
toarju, izvajanem na konferencah Ameriskega zdruZenja zborovskih dirigen-
tov (American Choral Directors Association — ACDA), razkriva pomembne
spremembe v glasbenih sporedih skozi desetletja. V letu 1978 so bili najpogo-
steje na sporedu srednjeveski, renesanéni in sodobni skladatelji, zbori pa so pre-
tezno izvajali a cappella glasbo v angleskem jeziku. Skozi $tiri desetletja se je
nabor izvajanih skladb raz$iril, vklju¢ujo¢ sodobno glasbo z vsega sveta, spi-
rituale, gospel, ljudske pesmi ter jazz/pop/show repertoar. Prav tako se je po-
vecalo Stevilo jezikov, v katerih so bile skladbe izvajane. Poleg tega je raziskava
pokazala, da so v porastu trendi v izvedbah nedavno komponirane ali objavlje-
ne glasbe. To kaze na stalno zanimanje za tradicionalni korpus zgodovinskega
zborovskega repertoarja, hkrati pa tudi na nara$¢ajoce, ¢eprav $e vedno omeje-
no zanimanje za raznolik zborovski repertoar z vsega sveta (Lynch, 2020).

Hilary Apfelstadt (2000) izpostavlja pomembnost izbire kakovostnega,
pedagosko podkrepljenega in kontekstualno primernega repertoarja. Pri tem
poudarja, da mora biti dobro napisana glasba obrtnisko dovr$ena, z uravnote-
Zenostjo napetosti in sprostitve, s premiéljenim razmerjem med simetrijo in
asimetrijo v strukturi ter z elementi pri¢akovanja in preseneéenja. Po njenem
mnenju morajo imeti izbrane skladbe tudi pedagosko noto — iz njih naj bi se
pevci nekaj naudili. Pri tem ima v mislih tako splo$na spoznanja o sebi ter o sve-
tu kot tudi uéenje izvajalskih spretnosti. S pojmom kontekstualna ustreznost
opozarja, da mora izbrani repertoar zadostiti tudi pri¢akovanjem okolja, pev-
cev, morebitnim zahtevam nastopov oz. tekmovanj ipd. Zaklju¢uje z mislijo,
da mora zborovodja verjeti v glasbo, ki jo izbere, in biti zavezan h kvalitetnemu
predajanju svojega glasbenega znanja.

Ne glede na razli¢ne poglede, razmisljanja in ugotovitve pa v literaturi za-
sledimo podobna izhodi$¢a pri vseh avtorjih. Blue (2018, str. 69—70) priporo-
¢a naslednje splo$ne usmeritve pri izbiri primernega repertoarja, ki predstavlja-

jo ustrezno sintezo zgoraj zapisanih spoznanj:

— Prepoznajte pevske zmogljivosti svojega zbora. Izberite repertoar, ki
udobno lezi v glasovnem razponu, ki je pevcem udoben, vendar jih v¢a-
sih tudi izzove , da svoj glasovni razpon Sirijo v skrajne lege.

— Izbirajte tako skladbe s histori¢no vrednostjo kot novitete. Pois¢ite
repertoar, ki je prezivel zob ¢asa, ter skladbe, ki so nove, zanimive in
predstavljajo razli¢ne svetovne kulture.
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—  Vkljutujte tako a cappella skladbe kot skladbe s spremljavo. Pri tem
mora spremljava skladbi dodati vrednost in hkrati biti njen integralni
del (originalno napisana).

— Izbirajte repertoar, ki krepi glasbene sposobnosti in besedni zaklad ter
peveem odstira razli¢ne histori¢ne izvajalske prakse.

— Kadar je mogoce, naro¢ajte nova dela in pevcem omogocite, da se sre-
¢ajo in delajo s skladateljem.

— Zborovski program mora biti raznolik, vklju¢evati skladbe razli¢nih
zgodovinskih obdobij (razen, ¢e gre za tematski program), raznolike
hitrosti, razpolozenja, besedila in zvo¢ne barve.

— Dovolite, da repertoar diktira izvajalske prakse razli¢nih kultur in ob-
dobij ter tako zahteva razli¢ne izvajalske prakse. Odgovornost zboro-
vodje je, da preudi partituro, razi¢e ozadje dela in predstavi glasbo na
nacin, ki spostuje zgodovinski in kulturni pomen izbrane skladbe.

— Vklju¢evanje gibalnih elementov v izvedbo mora biti premisljeno in
spostljivo do glasbene kulture ter umetnosti.

— Znotraj svojega okolja, $ole ali zborovske skupnosti pois¢ite glasbeni-
ke, ki lahko zboru omogo¢ijo raznoliko glasbeno spremljavo. Izbirajte
najboljse glasbenike, ki bodo kvaliteto vasega nastopa $e dodano obo-
gatili.

POSEBNE IZDAJE ZBOROVSKIH EDICIJ ZA SREDN]E§OLSKE ZBORE

Med klasi¢nimi zalozniskimi hiSami, spletnimi zalozniki in avtonomnimi
spletnimi ponudniki notnih izdaj je na voljo toliko glasbe, da se zborovodja
hitro znajde pred izzivom, kako ué¢inkovito in smotrno izbrati tisto glasbeno
gradivo, ki je najustreznejse za njegov zbor. Pri tem ne i$¢e le skladb, ki so teh-
ni¢no izvedljive za njegove pevee, ampak tudi tiste, ki bodo dovolj zahtevne, da
bodo spodbujale njihov pevski razvoj, izpostavile mo¢ne tocke zbora in ohra-
nile zanimanje pevcev. Kljub obsezni ponudbi pa se lahko zgodi, da ve¢ina po-
nujene glasbe preprosto ne ustreza vsem nastetim kriterijem.

Od zacetkov glasbenega zalozni$tva, ki segajo vse do zacetka 16. stoletja,
ko je Ottaviano Petrucci v Benetkah poloZil temelje za njegov razvoj, se je za-
lozniska dejavnost mo¢no razvila. Od Petruccijevih dni do danes je $la skozi
mnoge preobrazbe, najprej z razvojem notacijskih sistemov, nato pa s tehnolo-
skimi odkritji, kot so fonografi, radijske postaje, gramofonske plos¢e, magne-
tofonski trakovi, avdiokasete, CD+ji in, seveda, digitalna distribucija. Vse to je
tako ustvarjalcem kot poustvarjalcem glasbe omogocilo, da dosezejo SirSe ob-
¢instvo (Garofalo, 1999).
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V zadnjih letih je opaziti trend, da se dolo¢ene glasbene zalozbe odlo¢ajo
za izdajo glasbenih edicij, ki so namenjene specifi¢nim zborom, tudi srednje-
Solskim. To so npr.:

- nemskazalozba Carus-Verlag, ki izdaja edicijo Chorissimo! in predsta-
vlja obsezno zbirko gradiv za mladinske zbore; v zbirki najdemo tako
edicije za me$ane mladinske zbore kot zbore enakih glasov;

— avstrijska zalozba HELBLING Publishing, ki izdaja edicijo Flexi
Choir, v kateri je mogo¢e najti skladbe za razli¢ne glasove (SA, SSA,
SAB ali SATB); za zbirko je znatilno, da so priredbe zasnovane tako,
da delyjejo v razli¢nih zborovskih kombinacijah, skladbe v tej zbirki
pa so pogosto ritmi¢no razgibane in vklju¢ujejo klavirsko spremljavo;

— britanska zalozba Hal Leonard, k izdaja serijo SAM-Klang in je bila
zasnovana kot odgovor na pogosto tezavo mnogih zborov — pomanjka-
nje moskih glasov; zalozba v sodelovanju z danskim dirigentom Mor-
tenom Schuldt-Jensenom ponuja izbor klasi¢ne zborovske glasbe v pri-
lagojenih priredbah za sopran, alt in en nizek glas ter pri tem obdrzi
znacilnosti originalnih skladb, vklju¢uje pa tudi klavirske izvlecke;

— ameri$ka zalozba Alfred Music, ki je leta 2020 izdala zbirko The Cam-
biata Collection, v kateri so skladbe, primerne za fantovske zbore v
obdobju mutacije; zbirka je utemeljena na t. i. konceptu cambiata, ki
zdruzuje razli¢na znanstvena dognanja sprememb fantovskih glasov v
obdobju mutacije, ki jih je preu¢eval Beery (2009).

Vedina spletnih zalozb pa zborovodjem omogoca napredne iskalnike, v
katerih lahko kot iskalno kombinacijo izberemo besedno zvezo »srednjesolski
zbori« (angl. high school choir) ali svojo izbiro omejimo z izbiro glasov (SSAA,
SATB, SATB itd.) in zahtevnostjo skladb, npr. JW Pepper, Santa Barbara Mu-
sic Publishing, Sheet Music Plus, Alfred Music, BriLee Music Astrum Music
Publications idr. Pri tem je smiselno uporabiti tudi iskalni parameter »izbor
uredni$tva« (angl. editor's choice), saj se v iskalni seznam tako uvrstijo skladbe,
ki so ze predhodno pregledane in razvr§¢ene po primernosti.

SKLEP

Zborovodja mora biti pripravljen vloziti ¢as in trud v iskanje primernega re-
pertoarja ter izbrati skladbe, ki jih dojemajo kot standard najvisje kakovosti in
umetniske vrednosti. To je $e posebej pomembno zato, ker sta dojemanje pev-
cev in njihov odnos do izbranega repertoarja neposredno sorazmerna z uspes-
nostjo zborovodjeve izbire. Slednji mora verjeti v svoj izbor, pokazati strast in
ljubezen do zborovske glasbe, ki jo podaja, in biti prepri¢ani o njeni kvaliteti,
saj bo le tako lahko uspesno vodil svoje pevce.
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Kvaliteten zborovski repertoar mlade pevce spodbuja, da postanejo bolj-
§iv tem, kar po¢nejo. Stimulira njihovo domisljijo, Siri njihovo znanje in omo-
goca razvoj njihovih glasbenih sposobnosti. Hkrati pred njih postavlja intelek-
tualne izzive, povecuje njihovo Zeljo po spoznavanju neznanega in jih motivira
za odli¢nost.

Izbira repertoarja za srednjesolske zbore je tako zahtevna naloga, ki zahte-
va natan¢no krmarjenje med strokovnimi kriteriji, zunanjimi vplivi (propozi-
cijami tekmovanj in drugih nastopov) ter Zeljami pevcev. Potrebno je nenchno
iskanje ravnovesja med izbiro skladb, ki so tehni¢no in umetnisko primerne za
pevee, in skladb, ki bodo pevce motivirale ter jih navdusile. To nenchno iska-
nje, nenchno krmarjenje, zahteva polno pozornost, strast in predanost. Toda
ko zborovodja uspe najti pravo pot, ko uspe krmariti med pastmi Scile in Ka-
ribde, je nagrada neprecenljiva: vidi, kako mladi pevci rastejo, se razvijajo in
cvetijo skozi glasbo, ki jo izvajajo. In to je tisto, kar naj zborovodje nenehno
motivira in navdihuje, da nadaljujejo s tem pomembnim delom.

Kljub obstoje¢im smernicam in raziskavam se pri izbiri repertoarja za sre-
dnjesolske zbore ponujajo priloznosti za nadaljnje raziskovanje. Smiselno bi
bilo podrobneje preuditi glasbene preference mladih pevcev ter njihovo doje-
manje razli¢nih repertoarnih izbir, saj bi te ugotovitve osvetlile, kako doloce-
ne skladbe vplivajo na njihovo motivacijo, glasbeni razvoj in ob¢e zadovoljstvo
pri sodelovanju v zboru. Prav tako bi raziskave, ki bi temeljile na prakti¢nih iz-
kusnjah zborovodij — npr. na tem, kako se spopadajo s tehni¢nimi izzivi skladb
ali kako izbira repertoarja vpliva na motivacijo pevcev v zboru —, prispevale k
poglobljenemu razumevanju tega podrodja. Taksne raziskave bi ne le dopolni-
le obstojece vedenje na podro¢ju zborovske pedagogike, temve¢ tudi zagotovile
dragocene smernice, ki bi dirigentom olajsale delo in mladim pevcem omogo-
¢ile, da skozi zborovsko petje $e uspesneje razvijajo svoje potenciale.
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Summary
UDC 784:78.087.68:373.5

The selection of repertoire is one of the key tasks for a choir conductor, as it signiﬁcantly
impacts the motivation of singers and their musical and personal development. A qual-
ity and diverse repertoire cenables technical and interpretative progress for the singers
while also fostering their personal satisfaction and social connection. It is necessary to
consider technical, aesthetic, pedagogical, and practical criteria, and to include piec—
es that offer various cultural and historical perspectives (Crocker, 2000; Forbes, 2001;
Leach, 2001; Reames, 2001; Stith, 2017).

In Slovenia, there are few manuals that systematically address the selection ofrep—
ertoire for high school choirs, which is why choir conductors often rely on their formal
education and personal experience. While there are guidelines for worl(ing with chil-
dren's choirs, such guidclines are rare for youth and adulc choirs. Nevertheless, older
manuals still emphasize the importance of thoughttul repertoire selection, which re-
mains justas relevant today.

High school choirs in Slovenia consist ofsingers aged 15to 19 and are mostly part of
extracurricular school programmes. The lack of systemic regulation means that choirs
often dcpcnd on the initiatives of individual music educators. Atinternational competi-
tions, age restrictions for youth choirs vary, which complicates competitiveness and in-
fluences repertoire selection.

Adolescence is a crucial period for the development of musical abilities, as young
people face physiological, cognitive, and emotional changes that affect their musical
tastes and cheir ability to understand complcx musical scructures (Hallam, zoro). Mu-
sic serves as a means ()fexpressi011, identity formation, and connection with peers, while
also helping them develop values such as teamwork, discipline, and responsibility (Lar—
son, 201). A carefully chosen repertoire enhances singers' personal satisfaction and
strengthens their social connection.

Voice mutation, which in boys manifests as a drop in pitch by an octave, and in
girls with less noticeable changes, requires adjusted exercises and a carefully selected
repertoire. Choir conductors must ensure that singers are not overburdened and sup-
port them in overcoming the uncertainties that accompany voice changes (Bizjak, 2017;
Hoc¢evar-Boltezar, 2010).

When selecting repertoire, conductors focus on the aesthetic, musical, pedagogi-
cal,and practical value of the picces (Brunner, 1992; Watson, 2017). Research shows that
a balance between classical and contemporary repertoire, as well as different musical
styles and languages, is necessary. Choir conductors must choose a repertoire that suits
the vocal abilities of the choir, including both a cappella picces and those with accompa-
niment.
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Rcccntly, many music publishcrs, such as Carus—Vcrlag, HELBLING Publishing,
Hal Leonard, and Alfred Music, have begun offering special editions tailored to high
school choirs. In addition to these traditional publishers, online platforms allow conduc-
tors to filter by vocal arrangement, diﬂrlculty, and other criteria, which simpliﬁes the pro-
cess ofselecting appropriate repertoire.

A choir director must invest time and effort into ﬁnding the right repertoire that
will inspire the singers and meet high artistic and technical standards. The success of the
choiris closely linked to the conductor's confidence in the quality of the selected picces.
A quality repertoire encourages the development of vocal abilities, intellectually chal-
lenges the singers, and motivates them to strive for excellence.
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THE EFFECTS OF MUSICAL STIMULATION ON CHILDREN
WITH DYSLEXIA
UCINKI GLASBENE STIMULACIJE NA OTROKE Z DISLEKSI]O

JOVANA BLAGOJEVIC
University of Ljubljana, Academy of Music,
jm7847S@Studcnt.uni—lj.si

Abstract: Dyslexia affects s-12% of school-aged children, posing challenges in reading,
spelling, and language processing, This paper explorcs the benefits of musical stimula-
tion in cnhancing cognitive functions and rcading skills in dyslcxic students. Previous
research highlights that musical interventions improve phonological awareness, rcading
accuracy, and cognitive processing through shared neural mechanisms between music
and rcading. Intcgrating musical activities into educational practices can create an in-
clusive environment, supporting individualized learning aligned with Gardner’s Theory
of Multiple Intelligences. This approach promotes academic and personal growth and
divcrsity, oﬁéring effective strategics for ovcrcoming challengcs faced by students with
learning disabilities, promoting inclusivity in the classroom.

Keywam{s.‘ dys[cxia, inclusive education, musical stimulation, rcading skills, rhythm

Izvlecek: Disleksija prizadene s—12% otrok solske starosti in povzroc¢a tezave pri branju, ¢r-
kovanju ter jczikovncm procesiranju. Priéujoéi ¢lanek raziskujc koristi glasbcne stimu-
lacijc 0z. njen vpliv na izboljéanjc kognitivnih funkcij in bralnih spretnosti pri uc¢encih z
dislcksijo. l)rcjénjc raziskave poudarjajo, da glasbcnc intervencije izboljﬁujcjo fonolosko
zavedanje, natan¢nost branja in kognitivno procesiranjc preko skupnih nevralnih meha-
nizmov med glasbo in branjcm. Intcgracija glasbcnih dcjavnosti vizobrazevalne praksc
lahko ustvari vkljuéujoée okolje, ki podpira individualizirano uécnjc vskladuz Gardner-
jevo teorijo o mnogoterih inteligentnostih. Tak pristop spodbuja akademski in oscbni
razvoj ter raznolikost, hkrati pa ponuja uc¢inkovite strategije za premagovanje izzivov
ucencev z ucnimi tezavami in podpira inkluzivnost v u¢ilnici.

Kﬁuﬁne besede: disleksija, inkluzivno izohraicvanje, glasbcna stimulacija, bralne spretnos-
ti, ritem

INTRODUCTION

yslexia remains the most prevalent learning disability among scho-
ol-aged children and it continues to draw attention to many resear-
chers around the world. According to the Dyslexia Compass: National
Dyslexia Measurements Across Europe Report (2022, p. 12), an estimated s-12%
of schoolchildren are diagnosed with this learning disability, characterized
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by difficulties in reading, spelling, and language processing. These challenges
extend beyond academic performance, often affecting students’ self-esteem,
motivation, and overall cognitive development. Traditional teaching metho-
ds may not adequately address the unique needs of students with dyslexia, whi-
ch emphasizes the need for innovative strategies that could support their lear-
ning and overall experiences in school. Educators can benefit from specialized
training, to be able to recognize different forms of dyslexia and apply effective
strategies for managing it. Careful assessment of the students could help iden-
tify specific gaps in their skills and create individualized programmes (Mar-
tan et al., 2024). This approach contributes to the creation of a supportive and
engaging classroom environment, allowing students to progress and develop
according to their individual abilities.

In managing learning disabilities associated with dyslexia, this paper exa-
mines research findings on the positive effects of musical stimulation in hel-
ping schoolchildren. Numerous studies (Bouloukou et al., 2021; Chobert et
al., 2012; Flaugnacco et al., 2015; Habib et al., 2016; Overy et al., 2001; Zuk et
al., 2018) have shown that musical activities have a positive effect on children
diagnosed with dyslexia, particularly in language and cognitive development.
Through this review, we will explore the shared neural processes between mu-
sic and reading and how understanding this connection underscores the im-
portance and benefit of integrating musical activities in educational systems to
manage dyslexia in children.

INDIVIDUALIZATION AND DIFFERENTIATION

Researchers in the fields of pedagogy and linguistics (Lindner & Schwab,
2020) believe that students differ in their cognitive abilities, learning pace and
intensity, interests, attitudes, reactions, motivation, and various learning expe-
riences. Many educators emphasize the importance of appropriate individuali-
zation in teaching by adapting pedagogical methods to students’ abilities, and
of differentiation to ensure important educational outcomes (Pordevi¢, 2009).

Individualization and differentiation represent primary goals in pedago-
gical work. Psychologist Piéron (1973, p. 158) defines individualization as a ‘pe-
dagogical procedure that, in contrast to frontal teaching, allows each student
in the class to perform the individualized tasks, as determined by the teacher,
which correspond to the student’s actual abilities’. The core of an effective edu-
cational process is the alignment of teacher skills with the individual needs
and abilities of students (Firth et al., 2013). The main challenge in contempo-
rary education is for teachers to identify the potential of the students and ad-
just the educational outcomes and programmes to accommodate the strengths
of different groups of students, including those with dyslexia (Martan et al.,
2024, p. 537). According to Berliner (2004, p. 329), educators cannot only rely
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on strict formulas, guidelines, or rules. He states that the teaching process of-
ten requires educators to be flexible, provide individualized programmes for
students, be creative, improvise, and have emotional sensitivity.

To help each student achieve their individual abilities and learning skil-
Is (Gardner, 1999), it is important to apply different types of intelligence. This
type of approach fosters individualization in education and helps maximize
each student’s potential by focusing on their unique needs and interests. This
type of teaching adapts educational programmes and content to every student
based on Gardner’s (1999) concept of ‘education for personal development’.
His Theory of Multiple Intelligences (1983) plays a key role in this approach, as
he identifies eight types of intelligence: linguistic, logical-mathematical, spati-
al, musical, bodily-kinaesthetic, naturalistic, interpersonal, and intrapersonal
intelligence (Gardner, 1999). He argues that these intelligences often work to-
gether and complement one another. The theory also suggests that each person
excels at specific tasks in certain areas. From an educational perspective, Gar-
dner’s theory leads to the creation of different teaching methods with the goal
to help students learn content effectively and develop their individual abilities,
considering factors such as learning styles, social, cultural, and linguistic bac-
kground, physical characteristics, and resilience.

DYSLEXIA — TERMINOLOGICAL DEFINITION

According to the International Dyslexia Association (IDA), dyslexia is a neu-
rological learning disability that causes challenges with word recognition, spel-
ling, and decoding, due to phonological deficits. Despite strong cognitive abili-
ties and instruction, these difficulties still occur. As a result, secondary effects
include reduced reading comprehension and limited vocabulary development.
The American Psychiatric Association (n.d.) defines dyslexia as a type of spe-
cific learning disorder (SLD), with significant challenges in reading skills (ac-
curacy, fluency, comprehension). Reading difficulty can emerge even before
formal reading instruction, with children having problems in syllable recogni-
tion or thyming. Dyslexic individuals struggle to connect letters with sounds,
resulting in slow reading and problems with writing and spelling.
Psychologists Stein and Walsh (1997, p. 148) note that dyslexia was first
mentioned in 1887 in the work of German neurologist Kussmaul, who descri-
bed it as so-called ‘word blindness’ in individuals with normal intelligence, but
who distort certain words while pronouncing. Neuropsychiatrist Golubovi¢
(2011) defines dyslexia as a specific difficulty in the development and acquisiti-
on of reading skills, present in individuals with normal intelligence, good visi-
on and hearing, appropriate motivation, and other psychological, educational,
and social conditions. She also emphasizes that dyslexia represents a signifi-
cant discrepancy between the students’ actual ability and the expected level of
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reading ability for their age and intellectual development. Dyslexia also invol-
ves deficits in visual processing, phonological coding, and language compre-
hension, as well as difficulties in perception and fast processing of information.
The British Dyslexia Association (n.d., p. 4) defines it as a difficulty that impa-
cts reading, spelling accuracy and fluency, often linked to challenges in phono-
logical awareness, verbal memory, and processing speed. It affects individuals
across the intellectual spectrum and exists on a continuum without clear bou-
ndaries. Dyslexia can also involve co-occurring difficulties in areas such as mo-
tor coordination, language, concentration, and organization, although these
alone are not indicators for the condition. The severity of dyslexia is best asses-
sed by examining the individual’s response to targeted intervention, with some
individuals also experiencing visual and auditory processing challenges (Briti-
sh Dyslexia Association, n.d., p. 4).

THE CAUSES OF DYSLEXIA

Despite extensive research on the origins and causes of dyslexia, scientists con-
tinue to debate its potential causes. Some explanations focus on biological fa-
ctors, while others support cognitive, genetic-neurobiological, and behaviou-
ral approaches. According to Golubovi¢ (2011), the causes of dyslexia can have
three perspectives: cognitive, genetic-neurobiological, and behavioural. Howe-
ver, depending on the researcher, there are different perspectives on the cau-
se of this condition. Golubovi¢ (2011) identifies three groups of theories regar-
ding the cause of dyslexia. The first group includes visual-spatial deficits, which
make it difficult to learn, analyse, and remember visual material (words and
numbers). These deficits hinder the simultancous audiovisual analysis required
for reading and writing. The second group of theories involves limited auditory
memory, where students with reading difficulties struggle with tasks that requ-
ire phonological processing. The third group defines reading difhiculties as the
result of general or specific language deficits, such as a limited vocabulary or
difficulty grouping sounds into words and then into sentences. These theories
suggest that reading and writing difficulties are affected by organic, psycholo-
gical, and social factors, as well as by slower cognitive development in students.
Lyon et al. (2003) argue that, while these students can achieve success in
reading and writing and attain high academic performance, they often expend
significantly more effort than their peers to complete tasks both inside and
outside of the school context. The authors also emphasize that difficulties in re-
ading or writing may negatively impact students’ motivation and have broader
consequences for their cognitive, emotional, and social development.
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THE IMPORTANCE OF MUSICAL ACTIVITIES FOR CHILDREN
WITH DYSLEXIA — PREVIOUS RESEARCH

Recent studies have increasingly highlighted the connection between mu-
sic and cognitive development, particularly in children with dyslexia, Studi-
es exploring the relationship between music and reading skills (Besson et al.,
2011; Cogo-Moreira et al., 20125 Corrigall & Trainer, 2011; Flaugnacco et al.,
2015; Herholz & Zatorre, 2012; Miinte et al., 2002) have shown that the brain
of a musician is an excellent example of neuroplasticity. Research demonstrates
that music engages various cognitive processes, including attention, memory,
auditory perception, and motor coordination, which are domains frequently
impaired in children with dyslexia. Musical stimulation has shown a positive
correlation with improvements in speech perception, reading, and overall co-
gnitive development.

Table 1
Eligibility criteria
Item Inclusion criteria Exclusion criteria
Participants  Dyslexic individuals Only healthy individuals (non-
-dyslexic)
Individuals with low-reading level Sample without group of dyslexic
individuals
Children, adolescents, and young adults  Individuals under 6 years
Studies with single-group design (only
dyslexic individuals)
Studies with comparison group (both ~ Adults and older adults
dyslexic and non-dyslexic individuals)
Concept Studies including music stimulations/  Exclude music stimulations/inter-
interventions (rhythm, singing, move-  ventions
ment)
Studies focusing on reading difficulties/ Music interventions unrelated to
literacy development reading difficulties/literacy develo-
pment
No interventions/observational study
Correlation of dyslexia and music
Context Studies published in the English Studies published in non-English
language languages
Evidence Qualitative, quantitative, mixed Studies published before 2015
sources method approaches, case studies, syste-

matic reviews.

Studies published from 2015-2024

I0I

VIXATSAQ HLIA NTIATIHO NO NOILLVINWILS TVOISAW 40 SLOT449 AH.L « DIAT[0DOVTI VNVAO[



GLASBENOPEDAGOSKI ZBORNIK ¢ LETNIK/VOLUME 20 ¢« STEVILKA/NUMBER 41

The objectives of this paper focus on exploring which musical stimulati-
ons are the most effective in improving reading skills in dyslexic students and
whether they can be integrated into the educational context. In the process
of study selection we followed the designed inclusion criteria (Table 1). The
following section provides a review of previous studies (n=10) regarding the
effects of musical stimulation on enhancing literacy and language skills for
dyslexic children. The summary of study characteristics, including study desi-
gn, participants, data collection, intervention type, method, and key findings
are presented in Table 2.

RHYTHM-BASED TRAINING

A study by Couvignou et al. (2023) examined the longitudinal relationships
between musical abilities, phonological skills, and literacy development in
children, including those with and without a family risk for dyslexia. The study
focused on whether early musical impairments influence reading difficulties
and examined the role of family risk (FR) for developing dyslexia disorder. The
study assessed 130 French-speaking children, including 31 with a family risk for
dyslexia. Assessments took place at three time-points: kindergarten, first gra-
de, and second grade. Using the LAMDA test, study evaluated respondents’
music perception (pitch/time change perception), phonology (phonological
awareness, verbal memory), and literacy (reading, spelling). Findings revealed
that early musical skills had a minimal indirect effect on later literacy, media-
ted by phonology, indicating that while music abilities relate to phonological
skills, they are not significant predictors of reading outcomes. The FR group
showed impairments in musical and phonological skills, but these deficits did
not directly cause reading difficulties, suggesting an association rather than ca-
usation. Family risk and phonological abilities were stronger predictors of rea-
ding outcomes. The study concluded that while musical impairments may coe-
xist with dyslexia risk, they are insufficient for predicting or screening dyslexia.

One study by Ahokas et al. (2024) explored the effectiveness of enhanced
rhythm training in improving reading skills and working memory performan-
ce in primary school children (6-8 years). The study examined the connecti-
on between rhythm perception and literacy skills, particularly among children
with lower initial reading levels, as they often struggle with reading and pho-
nological processing. Embodied rhythm training, integrating movement and
rhythm exercises, was examined i fit can positively impact cognitive functi-
ons that are essential to reading skills. The sample consisted of 7o children
in total aged between 6 and 8 years from a Finnish school. However, 56 par-
ticipants completed the pre- and post-intervention data in the working me-
mory and s2 participants completed literacy skill evaluations at all four me-
asurement points (pre, post, and two follow-ups). Participants were divided
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into two: an experimental group (n=29) receiving rhythm-based music tra-
ining and a comparison group (n=27) receiving general music lessons. The in-
tervention consisted of 13 music sessions (once a week) over the period of three
months, integrated into regular school schedules. The experimental group in-
tervention activities included percussive instruments (e.g. djembe), body per-
cussion, movements synchronized with beats, and simple rhythm patterns pra-
cticed through clapping or drumming. These interventions, influenced by Karl
Orff’s method, were designed to develop beat synchronization, and enhance
spatial awareness and motor skills, as well as to improve phonological aware-
ness. The comparison group followed general music education activities, inclu-
ding singing and melody-focused exercises, without specific thythm or move-
ment activities. Among the children in both groups (15 out of 29 children in
the experimental and 12 out of 27 in the comparison group), those identified
as lower-level readers were a subgroup with lower literacy skills. The literacy as-
sessment was conducted using the Finnish ALLU test (Ala-asteen Lukutesti,
ic. Reading Test for Primary School) (Lindeman, 200s), and working memo-
ry through the Corsi Blocks test (Vandierendonck et al., 2004) before and af
ter the intervention, with additional follow-ups at 8 and 20 months. Results
showed no significant differences in overall reading development between gro-
ups, but lower-starting-level readers in the experimental group demonstra-
ted significant and sustained improvements in literacy skills (after 17 months)
compared to the comparison group, underscoring the long-term benefits of
thythm training. Regarding the study’s hypothesis that rhythm training be-
nefits cognitive functions linked to reading, the experimental group showed
moderate improvements in visuospatial working memory, which supports this
hypothesis. The study highlights the feasibility of embedding rhythm-based
interventions into school curricula, without requiring specialized resources,
and their potential to support children with early reading difficulties. Findin-
gs suggest that rhythm-focused music training can serve as an effective inter-
vention for at-risk readers in educational settings.

Zuk et al. (2018) aimed to examine neural correlates of phonological pro-
cessing in 40 healthy English-speaking children, aged from 6 to 13 years. Chil-
dren were divided into three groups including: (1) musically trained children
(n=16); (2) musically untrained children (n=13); and (3) musically untrained
children with diagnosed dyslexia or scoring below 9o on standardized rea-
ding assessments (n=11). The primary goal was to explore if musical training
enhances phonological processing and whether these improvements can be-
nefit children with dyslexia. The study used functional magnetic resonance
imaging (fMRI) to measure brain activity during a phonological task where
children had to identify whether two spoken words started with the same ini-
tial sound. They compared all three groups. A control task was also perfor-
med, which involved identifying if two words were spoken in the same voi-
ce (gender matching). During the procedure, accuracy and reaction time were
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recorded to assess their performance. Reading skills were evaluated using the
Test of Word Reading Efficiency (TOWRE) and Test of Silent Word Rea-
ding Fluency (TOSWREF). Nonverbal cognitive abilities were measured using
the Kaufman Brief Intelligence Test (KBIT). The findings showed that mu-
sically trained children demonstrated increased brain activity in areas related
to reading and phonological processing compared to musically untrained chil-
dren with and without dyslexia. Children with dyslexia showed lower reading
accuracy, indicating challenges in phonological processing. These results sug-
gest that musical training may promote neuroplasticity in brain regions lin-
ked to reading, potentially supporting compensatory mechanisms in children
with dyslexia. Similar interventions could be used in schools, involving pho-
nological tasks (thythm and sound processing) to improve auditory discrimi-
nation, and singing activities to reinforce sound-letter associations and enhan-
ce distinguishing similar-sounding words. These activities could be integrated
into the curriculum, providing an engaging and creative way to support stu-
dents with dyslexia.

A study by Flaugnacco et al. (2015) explored whether musical training cou-
Id improve phonological and reading skills in children with dyslexia. Similar
to Chobert et al. (2012), it involved two groups of dyslexic children: one recei-
ving musical training based on Kodaly and Orft methods focused on rhythm
and temporal processing, and a control group receiving painting lessons. The
music group participated in weekly workshops over a period of 7 months, en-
gaging in rhythm-focused activities, using percussion, rthythm syllables (ti, ta,
etc.) and body movement with music as accompaniment. In contrast, the pain-
ting group focused on visual-spatial and fine motor skills, including creativity.
Both groups also practiced daily reading exercises at home. Before and after the
intervention, assessments measured reading speed, phonological awareness,
and memory. While both groups showed improvement in general reading skil-
Is, the music group demonstrated gains in reading accuracy and phonological
skills, with rhythm reproduction identified as the strongest predictor of pho-
nological awareness. The results highlight rhythm’s unique role in supporting
language processing in dyslexic children by enhancing essential temporal and
phonological processing skills, which are crucial for reading.

The study by Bouloukou et al. (2021) focused on measuring improve-
ments in skills related to rhythm perception, memory, attention, and language
processing. The study involved an experimental group (receiving customized
rhythm-based music training) and control group (following the conventional
curriculum). All participants from both groups had previously taken standard
music education but had no private music lessons. This programme was tailo-
red to dyslexic students’ needs, emphasizing multisensory engagement, inclu-
ding kinaesthetic, vocal-acoustic, visual-spatial, and rhythm perception skills,
based on Dalcroze and Orff methods. Researchers applied LAMDA (Protopa-
pas & Skaloumbakas, 2008) testing both before and after the musical training
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to assess thythm, word recognition, visual sequences, and grammar. The expe-
rimental group showed significant improvements in rhythm and recognizing
words, while the control group had minimal changes. The results suggest the
interventional musical training had a positive effect on the stimulus-recogniti-
on abilities of students with dyslexia when compared to the traditional music
classes. They emphasized that activities involving kinaesthetic, multisensory
and spatial elements were particularly effective for students with dyslexia, but
that further research needs to confirm the long-term effects of this approach.

Bouloukou (2022), building on this foundation, expanded the scope by as-
sessing broader academic learning skills such as grammar, spelling, visual sequ-
ences, and auditory-visual memory. The study aimed to improve musical per-
ception and rhythmic education in elementary school students with dyslexia
through specialized teaching methods addressing their language difficulties.
The study involved 32 dyslexic children (divided into experimental and control
groups) and 32 non-dyslexic children. The experimental dyslexic group parti-
cipated in a 12-session music intervention (20 minutes per session) while the
control group followed the standard curriculum. The effectiveness of the in-
tervention was assessed using the LAMDA test (Protopapas & Skaloumba-
kas, 2008) which evaluated skills such as image and word recognition, spelling,
text comprehension, vocabulary, working memory, non-verbal mental ability,
and perception of music characteristics (thythm, harmony, melody). The re-
sults showed significant improvements in word recognition, grammar, spel-
ling, visual sequences, and rhythm reproduction in the experimental dyslexic
group. The study highlights the value of tailored rhythmic activities in impro-
ving auditory-visual memory, attention, concentration, and verbal abilities, po-
sitively affecting overall academic performance. Both studies emphasize the
positive effect of rhythm-based music training on dyslexic students, with the
study from 2022 including broader language and cognitive skills, undersco-
ring the need for an inclusive music curriculum to support the cognitive deve-
lopment of dyslexic children.

COMBINED RHYTHM AND MELODY-TRAINING

The literature review by Cancer and Antonietti (2022) examined the specific
effects of music-based and auditory-based interventions on reading difficulti-
es in children and adolescents. They selected studies (n=18) published in the
last fifty years and categorized them into four distinct groups according to the
main component of the interventions they employed: (1) auditory processing
training only; (2) auditory and reading training combined; (3) music training
only; and (4) music and reading training combined. The study evaluated the
outcomes of selected research using standardized tests on reading, phonolo-
gical awareness, and related skills. The auditory-based interventions (training
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perceptual abilities) in the studies included activities such as frequency discri-
mination, auditory discrimination, phoneme processing, temporal synchro-
nization, non-speech rhythm, etc. The music-based interventions employed
thythm training, singing, chanting, clapping and percussion games, rhythm
body movements, marching to the beat, and other musical games, targeting di-
fferent auditory skills (thythm perception, reproduction and synchronization).
Integrated interventions combined music or rhythm-based training with spe-
cific reading exercises. The findings showed that studies focusing only on audi-
tory-based training showed improved auditory discrimination but had limited
transfer effects on reading. Studies employing only music-based training de-
monstrated enhanced phonological awareness, rthythm perception, and audi-
tory processing, but their impact on reading improvement was inconsistent. In
contrast, studies that combined interventions (music/auditory and reading tas-
ks) were more effective in improving reading accuracy and phonological skills
compared to auditory or music interventions alone. The study concluded that
integrated interventions combining music or rhythm-based training with re-
ading exercises provided the most significant improvements in reading and
phonological awareness in children and adolescents with reading difficulties.
They also found no evidence to support the significance of training duration
in affecting the efficacy of these interventions. Findings indicate that combi-
ned musical interventions enhance neural encoding of rhythm and phonologi-
cal processing, which are essential for reading development.

Di Paolo and Todino (2023) also did a systematic literature review, fol-
lowing the PRISMA-ScR method, aiming to explore the potential of combi-
ning music and new digital technologies to enhance reading and writing skil-
Is in elementary school students with dyslexia. The study selected 31 relevant
contributions and examined whether previous studies recognized the effica-
cy of music-based interventions combined with technology and how they can
support dyslexic students in their literacy development. Interventions inclu-
ded in the selected studies were focused on: (1) music and rhythmic exercises
(synchronized tapping games, thythm patterns, intonation, pitch variation) to
enhance rhythmic skills; and (2) technological tools (voiceover functions, sou-
nd-symbol recognition) to improve sound-letter recognition and writing skil-
Is. This review demonstrated that studies employing rhythm exercises and new
technology tools significantly improved reading and writing skills in dyslexic
students. It also highlighted one of the limitations present in many selected
studies, which focus primarily on rhythm, while overlooking other aspects of
music. The research suggests that a more holistic approach in integrating music
as a whole (as an intervention) would better support diverse cognitive and le-
arning styles of students. The study underscores the importance of enhancing
technological skills in primary education and integrating digital resources to
support learning, especially for students with learning difficulties and special
educational needs. The implications suggest an inclusive educational approach
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that combines a variety of musical styles and technological tools to effectively
address the individual learning needs of dyslexic students.

Habib et al. (2016) explored the impact and effectiveness of Cogniti-
ve Musical Training (CMT) for improving reading abilities in children with
dyslexia. The research framework consisted of two studies. The first study me-
asured the short-term effects of intensive cognitive-musical training (CMT)
on dyslexic children (n=12), over 3 consecutive days (18 hours total). The con-
trol group were non-dyslexic children (n=22) who did not undergo the CMT
programme. The experimental group (dyslexic children) was divided into three
groups and all of them participated in three training sessions during the pro-
gramme. The speech therapists designed the programme in order to improve
children’s auditory and motor skills, involving various musical components in
the programme exercises. All children from the experimental group participa-
ted in three training sessions (each lasting 45 minutes), which included: (1) mu-
sic exercises (tapping in synchronization with heard rhythm sequence, tapping
with the written notation of a thythm); (2) music education with piano in-
struction; and (3) percussion and movement exercises. Each day included these
exercises, but with differences in the level of difficulty. The assessments invol-
ved categorical perception (phoneme identification and discrimination), sylla-
bic duration, and pitch discrimination. Their performance level was measured
both before and after each training, which was also measured in the control
group, who did not receive any interventions. Results showed that post-tra-
ining, children in the experimental group exhibited improvement in catego-
rical perception of syllables, particularly in duration discrimination. Pitch di-
scrimination did not show significant improvement. Positive effects of CMT
were found, suggesting that short-term musical interventions can help in im-
proving cognitive and auditory processing skills linked to language develo-
pment.

The second study aimed to extend the findings from the first study by eva-
luating the long-term effects of the CMT programme on dyslexic children
(n=12), conducted over six weeks. The study focused on determining whether
improvements observed in cognitive, auditory, and phonological tasks during
short-term CMT were sustainable and applicable in real classroom settings.
The children were divided into four groups, depending on their reading pro-
ficiency, and they participated in weekly workshops (three hours per week).
The programme included both full-class sessions (n=12) and small group acti-
vities (n=4), each lasting approximately 45 minutes. Full-class sessions focu-
sed on musical activities (thythm exercises, singing, and percussion to enhance
auditory discrimination and attention). Small group sessions targeted phono-
logical tasks such as sound identification, syllable repetition, and letter-sou-
nd matching. The programme’s effectiveness was evaluated through a variety
of language, reading, and cognitive tests before, during, and after the six-we-
ek programme. Results indicated significant improvement in phonological
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awareness, syllable categorization, and reading accuracy during the CMT pe-
riod, particularly for tasks related to phonemic boundaries and discriminati-
on. Findings showed minimal effects on visual-spatial skills, writing, and me-
mory. These improvements were maintained even after the programme ended,
suggesting that the training had beneficial, lasting effects on certain cognitive
skills linked to reading difficulties.

A recent study by Christiner et al. (2022) primarily explored the music-
-related factors, focusing on differences in singing, musical aptitude, and tone
language ability (Mandarin) between adolescents and young adules with and
without dyslexia. Considering the shared characteristics of music and langua-
ge, the study aimed to identify distinct mechanisms for language processing in
both the dyslexic (n=26) and control group (n=26). In order to assess langua-
ge ability, the study employed Mandarin tone-discrimination, syllable recogni-
tion, and syllable pronunciation tasks. None of the participants were familiar
with the Mandarin language and they were all German-speakers. The parti-
cipants’ musical aptitude was evaluated using Gordon’s Advanced Measures
of Musical Audiation (AMMA test), and their singing ability was examined
by professional singers, according to melody accuracy, vocal range, voice qu-
ality, and rhythm. Another task for participants was to report their singing
behaviour during the childhood and adolescence period. Brain responses (P1,
N1, P2) to various instrumental and artificial tones were recorded using neu-
rophysiological measurements (MEG) to examine auditory processing, atten-
tion, and learning. The study found significant differences between the two
groups. Dyslexic participants showed prolonged P1, N1, and P2 responses, in-
dicating slower and less eflicient auditory processing. They also scored less in
Mandarin pronunciation, tone discrimination, singing ability and overall mu-
sical ability than the control group, suggesting that dyslexia affects both langu-
age and musical sounds processing. Tasks combining sound-symbol correspon-
dence (recognizing tonal changes in Mandarin) and musical ability (singing)
were particularly effective in distinguishing dyslexic from non-dyslexic indivi-
duals. The study concluded that dyslexia involves auditory sensory integration
deficits, and musical training could help improve auditory processing and lan-
guage abilities in individuals with dyslexia.

CONCLUSION

Musical training has shown a tremendous effect on enhancing cognitive fun-
ctions, phonological processing, and literacy skills in children with dyslexia.
Numerous studies have highlighted the importance of integrating music sti-
mulations into educational practices to provide a creative and effective approa-
ch to support children with learning disabilities, offering benefits that extend
beyond traditional teaching methods. Comparing these interventionsand their
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effectiveness reveals which approaches are most beneficial for dyslexic children
and which are the most applicable in school settings, including rhythm-based
exercises, singing, percussion, body movement, auditory processing tasks, and
the use of digital technologies.

Rbythm-based interventions have been conducted in four studies (n=4),
aiming to improve reading abilities in dyslexic children. The study by Habib
et al. (2016) found that rhythm-based exercises (drumming, clapping, and
rhythmic games) significantly improved reading accuracy, syllable categoriza-
tion, and phonological awareness. Flaugnacco et al. (2015), in their longitudi-
nal study, demonstrated that rhythm-based musical interventions (percussion,
rhythm syllables, body movement with music) helped dyslexic children imp-
rove phonological processing and reading skills. Ahokas et al. (202 4) explored
the impact of Orff-based rhythm exercises, which emphasized (body) percussi-
on, movement, and beat synchronization, leading to improved phonological
awareness, attention, and reading skills. Zuk et al. (2018) demonstrated that
implementing tapping and synchronization tasks improved auditory-visual
memory, attention, and reading fluency. These studies suggest that rhythm-
-based stimulations, especially those incorporating movement and repetitive
patterns, can effectively support dyslexic children’s literacy development. Per-
cussion instruments have been found to be particularly effective in improving
auditory-visual memory, attention, and spelling in dyslexic children. Studies
by Bouloukou et al. (2021) and Bouloukou (2022) demonstrated that rhythm-
-based interventions (percussion instruments, bouncing a ball while walking
in rhythm, metronome sound identification) significantly enhanced cognitive
abilities and improved academic performance. Percussion activities engage stu-
dents musically involving the use of both brain hemispheres, which helps with
processing sounds and improving memory. These interventions are designed
according to the specific needs of dyslexic students, providing an individuali-
zed approach to learning,

Studies that combined rhythm and melody stimulations (n=6) have shown
that a holistic approach is the most beneficial in improving literacy and co-
gnitive processes in children with dyslexia. Christiner et al. (2022) explored
the differences in singing, musical aptitude, and language processing between
dyslexic and non-dyslexic individuals. Findings showed that dyslexic children
exhibit auditory sensory integration deficits, but tasks combining musical abi-
lity and language, like singing and tone discrimination, can help children over-
come auditory sensory integration deficits and improve language processing.
Singing and tone discrimination target the auditory processing areas of the
brain, enhancing their ability to decode written words. Di Paolo and Todino
(2023) highlighted that melodic reading, which pairs words with melody, en-
hanced word recognition and fluency in reading. These exercises engaged both
musical domains, fostering neuroplasticity and language processing. Literatu-
re reviews (Cancer & Antonietti, 2022; Di Paolo & Todino, 2023) emphasized
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that integrated interventions combining music and rhythmic exercises alon-
gside reading activities yield the most significant improvements in literacy. Di
Paolo and Todino (2023) highlighted the use of music-based digital platforms
that combine rhythm and reading exercises, which help students with sound-
-letter recognition and increase their engagement. These digital resources pro-
vide personalized learning experiences and immediate feedback, making them
a valuable addition to classroom settings.

PRACTICAL APPLICATION

In order to integrate musical activities into classroom settings, it requires ca-
reful alignment with the curriculum outcomes and the unique needs of stu-
dents with dyslexia. Through implementation of these activities, educators
can enhance the academic success and wellbeing of each student, while ac-
knowledging their cognitive, emotional, social and creative development. By
integrating a combination of rhythm- and melody-based stimulations into the
existing curriculum and lesson plans, schools can provide tailored support for
children with dyslexia, and an engaginglearning environment that contributes
to their overall wellbeing. Practical implications include: (1) introducing short
and structured music sessions (15-20 minutes daily) that include rhythm exerci-
ses and singing activities as a part of a regular primary school schedule; and (2)
integrating music-based educational apps for personalized learning, with real-
-time feedback on rhythm and sound-letter associations. This holistic appro-
ach to learning promotes an inclusive educational experience, and enhances
motivation and students’ engagement, empowering all children to reach their
maximum academic performance.

LIMITATIONS

Although this paper emphasizes specific benefits of musical stimulations for
children dealing with dyslexia, there are several limitations that need to be ad-
dressed. Many of the reviewed studies involve a small sample size which limits
the generalization of findings across different populations. The duration of in-
terventions are predominantly focused on short-term effects, questioning the
sustainability of the positive effects over extended periods. The primary focus
of studies is on rhythm-based stimulations and auditory processing tasks, of-
ten overlooking the potential of including other valuable musical dimensions,
such as melody, harmony, and improvisation. There is a challenge in drawing
consistent interpretations and comparison of results because of the methodo-
logical variability, such as different assessment instruments for measuring pho-
nological awareness and literacy skills in participants. Individual differences,
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such as the severity of dyslexia among participants and their prior musical tra-
ining, further limit the applicability of outcomes to a broader context. In or-
der to address these challenges, future studies could focus more on conducting
longitudinal research that examines the long-term effects of a broader range
of musical stimulation (apart from rhythm) on a larger and diverse sample.
Expanding the focus to include underexplored aspects of musical stimulati-
on (harmony, melody, improvisation) while providing practical guidelines and
professional training for educators, would be valuable in effective integration
of musical stimulations and strategies for supporting children with dyslexia in
an inclusive classroom.
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Povzetek
UDK 78:616.89-008.434.5

Prispevek obravnava, kako glasbcne stimulacije podpirajo otroke z disleksijo, zlasti pri
izboljéanju branja, fonoloékcga zavedanj ain kognitivncga razvoja. Primarni cilji so iden-
tificirati uc¢inkovite glasbene strategij e, oceniti njihov Vpliv in zagotoviti Vklj ucitev otrok
z dislcksijo v inkluzivne u¢ilnice. Novejée raziskave poudarjajo skupnc zivéne mehaniz-
me in se osredotocajo na glasbene intervencije, ki temeljijo na ritmu in melodiji ter nju-
ni kombinaciji. Usklajene sozustvarjanjem inkluzivnih izobrazevalnih praks in podpor—
nega individualiziranega uc¢enja. Z vklju¢evanjem glasbenih dejavnosti v ucilnice lahko
ucitelji razresujejo izzive, s katerimi se soocajo ucenci z disleksijo. Posebne dejavnosti v
obravnavanih raziskavah Vkljuéujcjo stimulacije na osnovi ritma, kot so telesna tolkala,
tapkanje, bobnanje, igranje tolkal, odbijanje iogc, ki izboljéujcjo fonologko obdelavo in
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delovni spomin. Stimulacije, ki temcljijo na melodijah pri petju in vajah za razlikovanjc
tonov, izboljéajo slusno obdelavo in razumevanje jezika. Kombinirani pristopi vkljuéujc-
jo ritem, mclodijo, vec¢cutne elemente, gibanjc, vizualne pripomoékc in interakcivne di-
gitalnc tchnologijc, ki skupaj krcpijo asociacije z zvoki in s ¢rkami ter tekoce branjc. Te
intervencije so v skladu z Gardnerjevo teorijo ve¢ inteligenc. Spodbujajo individualizi-
rano ucenje in angazma ucencev. Prakei¢ne strategije za integracijo zajemajo usklajeva-
nje glasbcnih dcjavnosti z bralnimi cilji, Vkljuécvanjc kratkih, strukcuriranih sej v redni
solski urnik ter uporabo digitalnih orodjij za prilagojcno ucenje in povratne informa-
cijev realnem c¢asu, ki zdruiujcjo veccutne elemente. Programi usposabljanja uéitcljev
so kljuéni za pridobitcv potrcbnih vesc¢in za ucinkovito izvajanje teh strategij. Omcjitvc
e majhnc velikosti vzorcev, kratko trajanjc intcrvcncij in metodologka variabilnost, ki
prcdsmvlja izziv pri posploécvanju ugotovitcv. Holisti¢ne glasbene stimulacije, ki zdru-
iujejo ritem in melodijo, so lahko koristne za uécnjc in akademsko uspe§nost, oscbno
rast ter sploﬁno dobro pocutje u¢encevz disleksijo.
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HERIBERT SVETEL KOT LJUBITELJSKI
IN PROFESIONALNI GLASBENIK
HERIBERT SVETEL AS AN AMATEUR

AND A PROFESSIONAL MUSICIAN

ANJAIVEC
Univerza v Ljubljani, Akademija za glasbo in Konservatorij za glasbo in balet Maribor
anja.ivec@konscrvatorij—maribor.si

Mentorica: prof. dr. Darja Koter

datum zagovora: 15. novcmbcr 2024

Dokrtorska discrtacija obravnava druzbene in kulturne okolis¢ine prve polovicc 20. sto-
lctja na Slovenskem, ki so vplivalc na dclovanje in vsestranski razvoj ljubiteljskih glas—
benih drustev. Posamezna drustva, kot jC ljubljansko delavsko Narodno zeleznic¢arsko
glasbeno drustvo Sloga, so dosegla visoko raven tako na poustvarjalnem kot vzgojno-iz-
obrazevalnem podroéju ter prispcva]a pomcmbcn delez k razvijanju ljubitcljskc in profe—
sionalne glasbenc kuleure. K tak$nim prcmikom $O najvec prispcvali vodilni akterji dru-
s$tev, ki so bili ve¢inoma tudi glasbcni ljubitelji (Zborovodje in/ali pcdagogi) in so se, ob
malostevilnih profesionalnih glasbenikih, v drusevih stcrokovno razvijali. Nemalokrat
so presegliljubiteljsko raven in postali profesionalni glasbeniki. V ospredju disertacije je
raziskovanjc poustvarjalncga, ustvarjalncga, pcdagoékcga in urcdniékcga dclovanja He-
riberta Svetela (1895-1962) kot VOde ljubljanskc Sloge in opernega dirigenta Slovenske-
ga narodnega gledaliééa v Mariboru. Discrtacija osvctljujc druibcno—politiénc okolis¢i-
ne in predvsem kulturne dejavnosti, v katerih je Svetel deloval, njegovo izobrazbeno in
poklicno pot ter obsirno glasbeno dejavnost. Kot ljubiteljski glasbenik je svoje delo za-
celkot zborovodja vokvirudrustev Slavecin Sloga, pricemerje pomcmbno scgcl tudina
podroéjc glasbcnc pedagogikc ter nadaljcval kot skladatclj in dirigent v Slovenskem na-
rodnem glcda[iééu Maribor, kar ga je izoblikovalo v profesiona[nega glasbenika. Vzpo—
redno so raziskana in sistemati¢no predstavljena tcmeljna dcjstva o obsegu, VrIsti ter zna-
¢ilnostih njegovega delovanja na podro¢ju operne poustvarjalnosti in skladateljskega
opusa.

Ké’uﬁne besede: pevska drustva, glasbcno ljubitcljstvo, Heribert Svetel, Narodno zelezni-
carsko glasbcno drustvo Sloga, pcdagog, dirigent, Slovensko narodno gledaliéée Mari-

bor, skladatelj

Mentor: prof. dr. Darja Koter
Public defence: 15th November 2024

This doctoral thesis, entitled Heribert Svetel as an Amateur and a Proféssiona/ Mousician,
delves into the social and cultural milieu of the first half of the twentieth century in
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Slovenia, which influenced the operations and all-round development of amateur musi-
cal societies. Individual societies, such as the Ljubljana National Railway Music Society
Sloga, attained a high standard both in pcrformance and educational aspects, playing a
pivotal role in fostering both amateur and professional musical culture. These advance-
ments were largely propelled by key figures within the aforementioned societies, who
were predominantly music enthusiasts (choirmasters and/or educators) thathoned their
skills within the socicties alongside ahandful ofprol:essional musicians. Frequently, they
surpassed the amateur realm and transitioned into professional musicians. The central
focus of this thesis thus lies in exploring the performanee, creative, educational, and ed-
itorial activitics of Heribert Svetel (1895-1962) as the leader of Ljubljana’s Sloga and the
operatic conductor at the Slovenian National Theatre in Maribor. This thesis sheds light
on the sociopolitical context and, notably, the cultural endeavours in which Svetel was
immersed, tracing his educational and professional trajectory alongside his extensive
musical engagements. Starting out as an amateur musician, he bcgan as a choirmaster
within the societies Slavec and Sloga, where he made signiﬁcant contributions to mu-
sic education. He then progressed as a composer and conductor at the Slovenian Na-
tional Theatre in Maribor, ultimately shaping into a seasoned professional musician. At
the same time, this thesis meticulously examines and presents foundational facts about
the extent, nature, and characteristics of his work within the specters ofoperatic perfor—
mance and compositional output.

K@/words: Choral societies, music amateurism, Heribert Svetel, National Railway Mu-
sic Society Sloga, educator, conductor, Slovenian National Theatre Maribor, composer
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GLASBENA SAMOPODOBA UCENCEV V GLASBENI SOLI IN VLOGA
UCITELJA PRI NJENEM OBLIKOVAN]JU
MUSICAL SELF-CONCEPT OF MUSIC SCHOOL STUDENTS AND THE ROLE
OF A TEACHER IN SHAPING IT

NATALIJA SIMUNOVIC
Univerza v Ljubljani, Akademija za glasbo
in Glasbena $ola Jesenice
natalijaeviola@gmail.com

Mentorica: izr. prof. dr. Katarina Habe
datum zagovora: 13. december 2024

Dokrtorska disertacija Glasbena Sﬂmopodolm ucencev v g/ds/}mz’ soli in zz/ogﬂ uéz’tc/ja pri nje-
nem ob/z'/eowznju obravnava vidik kultiviranja g[asbene identitete v procesih glasbenega
izobraicvanja. Teoretski tcmclj raziskave smo naslonili na psiholoiki konstruke glasbc-
ne samopodobe, ki predstavlja osnovni mehanizem konstruiranja glasbene identitete z
razvojnim vrhom v mladostnistvu. Nas namen je bil preuciti oblikovanje glasbene sa-
mopodobc ucencev glasbcnc solev zakljuénih razredih. V kontekstu dcjavnikov, ki na
to Vplivajo, smo raziskovali tudi glasbeno identiteto uéiteljev. Izvedli smo kvantitativno
raziskavo glasbene samopodobe uc¢encev, medtem ko smo glasbeno identiteto uéiteljev
preuéili s pomocjo utemeljene teorije. Zadnja raziskovalna fazaje obsegala akcijsko raz-
iskovanje, Cilj katerega je bil oblikovati ucenje inStrumenta po zasnovi Hargrmvfxaz/c‘gﬂ
modela potemz'a/m’b winih izidov v g/ﬂsbmem izobmzvemnju‘

Rezultati raziskave so pokazali, da glasbeno samopodobo uc¢encev znadilno oblikujejo
komponente razpoloienja, sposobnosti/ambicij in komuniciranja. Razlike v glasbeni sa-
mopodobi glede na spol, glasbene preference inuc¢no uspeénost se pri ucencih niso odra-
zile pri vsch komponentah. Ugotovili SIMO POZitivho povezanost glasbene samopodobe
zvklju¢evanjem (ne)(in)formalnih nacinov poucevanija in negativno povezanost s stop-
njo ucenceve izvajalske anksioznosti.

Uéitelj inétrumenta/petja sejev raziskavi potrdil kot kljuéni socialni deleznik pri obli-
kovanju glasbene samopodobe. Skozi reﬂeksijo konstruiranja lastne identitete se tudi on
sam — najbolj identificiran zvlogama izvajalca in pedagoga - doiivlja kot pomemben so-
oblikovalec glasbene samopodobe svojega ucenca.

Disertaeija v slovensko glasbenoizobraievalno okolje prispeva spoznanja o glasbeni sa-
mopodobi ucenceyv in njeni povezanosti z glasbeno identiteto uéiteljev. Prikazani u¢in-
ki poucevanja v Hdrgrmvesmzfm modelu ])otmtiﬂ/m’k uinib izidov g/m‘bmegﬂ izobrﬂéeuﬂnjﬂ
lahko pomagajo privzgoji nove generacije u¢encev instrumenta/petja, ki se bo oddaljila
od tradicionalnega modela mojster — vajencc, medtem ko bo Vlogo virtuoza decentrali-
zirala na podlagi improvizacije, petja, plesa, komponiranja, orkestriranja in povezovanja

z drugimi vejami umetnosti. Globalen uvid raziskave pri tem govori v prid generativne-
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mu ucitelju, ki ze uveljavija tako diferencialno kot tudi konvergentno giasbenopedago-
sko delovanje za poucevanje in vzgojo tako glasbenih profesionalcev kot tudi ijubiteijevi
K/juéﬂf besede: glasbena samopodoba/idcntitcta, ucenec, uciteij instrumcnta/pctja, glas—
bena sola.

Mentor: Assoc. Prof. Dr. Katarina Habe
Public defence: i3th December 2024

The doctoral dissertation Musical se{f:comept 0fmwz'c school students and the role 0f a teach-
erin slmpz'ﬂg it examines the aspect of cultivating musical identity in music education
processes. The theoretical foundations of the research are based on the psychologicai
construct of musical self—concept (hereinafter MSC), which represents the fundamental
mechanism ofconstructing musical identity, with a developmentai peak in adolescence.
Our aim was to examine the formation of MSC in students of music schools in their fi-
nal years. In the context of factors inﬂucncing this, we also cxpiored the musical idcntity
of teachers. We conducted a quantitative study of the MSC of students while examining
the musical identity of teachers with the support of grounded theory. The final research
phase involved action research, aiming to shape learning of instruments, based on Har-
grmzzw'mozlt/ of polmtm/ /mmz'ng outcomes in music education.

The results of the research showed that scudents MSC is typicaily shaped by the
components of mood, abilities/ambitions, and communication. Differences in MSC ac-
cording to gender, musical preferences, and academic achievement were not reflected in
all components among students. We found a positive correlation of MSC with the in-
clusion of (non)(in)informal teaching methods and a negative correlation with the stu-
dents’ performance anxiety level. The instrument/vocal teacher was confirmed in the
research as a key social actor in shaping the MSC. Through the reflection of the con-
struction of his own idcntity, he himself - most identified wich the roles ofpcrformcr
and pedagogue — experiences himselfas an important co-shaper of his student's MSC.

The dissertation contributes insights into the MSC of students and its connec-
tion with the musical identity of teachers within the Slovenian music education envi-
ronment. The demonstrated effects of teaching in Hmjgrmzza'modf/ of;w[mtm/ /fariling
outcomes in music education can aid in educating a new generation of instrument/vocal
students who are moving away from the traditional master/. apprentice model, decentral-
izing the role of the virtuoso based on improvisation, singing, dancing, composing, or-
chestrating, and connecting with other branches of art. The global perspective of the
rescarch speaks in favour of the generative teacher, who already practices both differ-
entially and convergent music pedagogy for teaching and educating both music profes-
sionals and amateurs.

K@/worflx musical sclf—conccpt/ idcntity, student, instrumental/vocal teacher, music

school.
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